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Foreword 
We love the fact that ACCA’s Melbourne 
Festival Season always attracts a broad 
audience that moves between theatre, 
dance, music and the visual arts. This year’s 
exhibition Framed Movements responds 
to and examines this nexus by taking a 
sustained look at the connection between 
choreography and visual arts.     
ACCA Associate Curator, Hannah Mathews 
has brought together a number of existing and 
new works that explore the use of the body 
in space - in particular the gallery space. It is 
easy to confuse choreography with dance, but 
Framed Movements is concerned less with 
the conventions, musicology and patterning 
of ballet or contemporary dance, than with the 
formal, sculptural and psychological power of 
entrained human movement.  
The ACCA galleries will be alive throughout 
the exhibitions with special performances over 
the opening weekend and Wednesday nights.  
We are pleased to introduce New York-based 
artist, Maria Hassabi to Australian audiences 
for the first time, with her award winning work 
Intermission originally seen at the 55th Venice 
Biennale. This subtle yet visually arresting piece 
will be performed constantly throughout the 
exhibition period. Maria will be in Melbourne 
to rehearse, work with local dancers and 
participate in public programs about her work.  
Hers is one of many exciting projects, including 
a number of new commissions for this 
exhibition. Alicia Frankovich’s massive scaled 
happening will see the gallery filled with trained 
dancers, amateur performers, stilt walkers and 
people from various service industries whose 
work involves ritualised movements. Lee Serle 
will perform his new piece on the transformed 
ACCA forecourt, responding to his residency 
with us over recent months. A highlight on 
opening night will be Lane Cormick’s new work 
featuring a tethered live eagle who holds the 
audience - at least their attention - captive in 
the gallery space!  
This has been a complex project developed 
out of Hannah’s long term interest in this 
area, and she has been ably assisted by many 
members of the wonderful ACCA team, 
who have responded with enthusiasm to the 
new challenges of working with live dancers 
and a range of other performers, human and 
otherwise.  
Ann Carlson 
& Mary Ellen Strom
Lane Cormick
Paulina Olowska
Brian Fuata
Jess Olivieri & Hayley Forward 
with Parachutes for Ladies 
Nathan Gray
Gwenneth Boelens
Lee Serle 
Agatha Gothe-Snape
Emily Roysdon
Alicia Frankovich
Helen Grogan
Maria Hassabi
Joachim Koester
Sandra Selig
A project of this complexity also relies on a 
web of financial support. Special thanks to 
co-presenter, the Melbourne Festival and 
to the Australia Council which assisted the 
commissions of two Australian projects 
and the training of local dancers in Maria 
Hassabi’s work. This core funding has been 
supplemented by a number of additional 
generous supporters of individual projects who 
are acknowledged throughout this catalogue. 
Special thanks to the artists for their active 
involvement in the project, especially 
those who have travelled to Melbourne 
to participate in its realisation. Thanks 
also to contributing writers, Sally Gardner 
and Anneke Jaspers for providing us with 
historical context and insights.   
It has been our pleasure to once again 
work with the Melbourne Festival team, in 
particular Josephine Ridge and Louise Neri, 
and to contribute to Melbourne’s great annual 
celebration of the arts. 
Kay Campbell 
Executive Director, ACCA

Introduction
•
Hannah  
Mathews
Framed Movements brings together new and 
recent work by Australian and international 
artists who use choreography within their 
practice. Broadly understood, choreography is 
a movement-based approach to the occupa-
tion of time and space, and these artists em-
ploy choreographic tools — such as devised 
movement, sequencing, notation, improvisa-
tion and scores — to orchestrate movement 
within their works. Presented across a range 
of platforms, both temporal and material, the 
exhibition demonstrates the ways in which 
today’s artists are using these methods to en-
gage and challenge the vernaculars of various 
sites, behaviours and artistic languages. 
Framed Movements is part of a larger dialogue 
in which recent exhibitions and publications 
have considered the historical relationship 
between the visual arts and dance, and, 
more specifically, the contemporary return to 
choreography.1 It takes place at a time when 
audiences for contemporary performance fes-
tivals are growing and diversifying, and visual 
art institutions are including more live works 
in their programs, even in their collections. 
However, this exhibition does not prioritise the 
performance encounter nor seek to add to the 
rising spectacle of the experience economy 
— a criticism aimed at much contemporary 
performance and participatory art presented 
in museums.2 Instead it uses the frame of the 
exhibition structure, intermittently activated 
through a series of performances and demon-
strations, to provide a space for analytical and 
philosophical considerations of the ways in 
which artists adopt established choreographic 
devices in their work.
The exhibiting artists have come to employ 
choreographic techniques, not through an 
interest in dance, its history or tropes specifi-
cally, but through investigations central to their 
visual practice. In pursuit of ideas concern-
ing the body, technology, architecture and 
representation (among other things) they use 
choreographic tools as generative principles 
through which to address movement more 
directly.
Movement can be defined as the actions and 
gestures happening in, around and between 
us; movement happens in relation to objects, 
structures, environments; it is both conscious 
and unconscious; and it occurs through time. 
Dance can be broadly understood as a disci-
plinary language applied to movement, which 
uses its own complex grammar to filter move-
ment through a history of structures and con-
texts to engage the performer and audience 
in an embodied experience. Movement and 
dance are in no way oppositional to each other, 
but movement is always occurring, with or 
without us. Dance is premeditated and exists 
as an important discipline of movement, but 
as only one of many disciplines. Choreography 
sits somewhere in between, offering a con-
scious way of framing (observing, considering 
and ordering) the movement occurring around 
us to bring it to a point of focus.3
This emphasis on movement marks a subtle 
shift in the ongoing relationship between the 
visual arts and dance — a relationship widely 
analysed and dissected in recent times. Dance 
and the visual arts have had a symbiotic 
relationship — from the early 20th-century 
costume and set designs of Sergei Diaghilev’s 
Ballets Russes to the sculptural costumes of 
constructivist theatre and the Bauhaus, from 
Merce Cunningham’s interdisciplinary collabo-
rations with Robert Rauschenberg to Robert 
Morris’s performance of minimalist sculpture, 
from Anna Halprin’s visual scores to Simone 
Forti’s pioneering transgressions of public and 
private space, from the multimedia works 
of William Forsyth to Mark Leckey’s iconic 
postmodern portrait of dance’s relationship to 
subculture.4 
This relationship has moved from the scenic 
to the spatial, from the structural to the philo-
sophical, and from the collective to the col-
laborative. Now, however, artists are extracting 
choreography from its conventional home to 
consider modes of movement more broadly, 
just as choreographers borrow from the visual 
languages of artists to address aesthetic ele-
ments in their work. In its conception, Framed 
Movements acknowledges this shift. It asserts 
choreography is no longer confined to dance 
but is practised across the realm of contem-
porary art. 
In his 2012 anthology, Dance, academic André 
Lepecki accounts for the visual arts’ current 
interest in the choreographic. He believes this 
interest is based on the ability of dance’s main 
constitutive qualities (ephemerality, corporeal-
ity, precariousness, scoring and performativity) 
to ‘harness and activate critical and composi-
tional elements crucial to the fusion of politics 
and aesthetics that characterises so much of 
the contemporary art scene and sensibility’.5 
At a more elemental level, Tate contemporary 
art–performance curator, Catherine Wood, 
understands it as, ‘the simplest and most eco-
nomical meeting point between behaviour and 
aesthetics’.6  
 
The reasoning is as diverse as the artistic ap-
proaches undertaken, but at a fundamental 
level the current focus on movement through 
choreography can be attributed to the body’s 
instinctive need for agency, economy and 
engagement in the contemporary developed 
world. At a time when the physical body risks 
being undermined by the virtual mobility of 
the internet and screen culture, the need to 
challenge the spatial absences and limita-
tions associated with these technologies 
and to position the body as a tangible and 
empowered site is pressing. Bodies are seek-
ing out other bodies and points of connection 
between physical beings rather than data and 
commerce. 
Artists are also responding to the growing 
entertainment economy and thinking through 
ways in which to position their work — not in 
resistance to our growing desire for interaction 
and participation, but in recognition that atten-
tion spans and the ability for sustained con-
templation are becoming shorter as the world 
around us grows larger. Significantly, artists 
are returning to the body as a site of economy, 
just as they did in the 1960s.7 Working with 
the body enables mobility, self-reliance and 
a fiscal reality that is appealing in a period of 
economic instability and continuing challenges 
to the commodification of art. A focus on 
movement requires minimal means with the 
potential for elaborate outcomes, both concep-
tual and physical. The elemental nature of the 
body’s movements also allows for a shared 
sensitivity between high and low cultures; it 
speaks across divides and it unites. 
Parallels can be drawn between curatorial and 
choreographic methodologies. Both seek to 
observe, distil, arrange and present significant 
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information from the world around them. The 
choreographer’s medium may historically have 
been the body, just as the curator’s was the 
collection and exhibition; but both practices 
have extended into wider applications, far be-
yond their original remit.8 Framed Movements 
does not seek to position itself within this spe-
cific reflexive context, though its curation has 
undoubtedly been informed by some of the 
meta-conventions of the choreographic: ges-
ture, time, space, audience and document.9 
The exhibition’s audience is not consciously 
positioned as ‘dancer’, and yet it could be 
argued that the exhibition layout determines a 
path of movement, points of material engage-
ment and conceptual texture that may act as 
triggers for the viewer’s physical and cerebral 
response. While experienced in time and 
space, Framed Movements chooses to adhere 
to the conventions of the gallery in its presen-
tation format, temporal framework and mode 
of audience engagement.
This catalogue contains two commissioned 
pieces of writing that elucidate the historical 
and contemporary terrain in which Framed 
Movements locates itself. Dance academic 
Sally Gardner’s text charts the development 
of choreography from the early 20th century 
to the present day, positioning the notion of 
choreography as it exists within the world of 
dance. She pays particular attention to the im-
pact of modern dance on the development of 
choreography, before charting the path of post-
modern dance and its relationship to visual art. 
Taking another point of view, Anneke Jaspers’ 
text begins by focusing on the contemporary 
return to the artistic strategies and concerns of 
the 1960s, citing passive consumption, social 
alienation and ubiquitous spectacle as endur-
ing conditions. She identifies the postmodern 
practice of choreographer Yvonne Rainer as 
the most significant bridge between dance and 
post-war art, and discusses its lasting impact 
on the cross-pollination between these two 
disciplines. Jaspers’ text provides an argu-
ment about the uncoupling that has occurred 
between choreography and dance, and the rise 
of choreographic concerns and approaches into 
the work of art more broadly. 
The works in Framed Movements have been 
drawn together to reflect the resounding sig-
nificance of simple movement in our lives. The 
ability of the body to be both minimal and elab-
orate empowers it to be our most important 
means of receiving and acting upon the world 
around us. The terrain covered by Gardner and 
Jaspers has left space for a focused discussion 
of the works themselves and in the following 
pages they are considered through the fram-
ing devices of some of choreography’s central 
concerns. Through these frames the presence 
of the choreographic within contemporary vi-
sual practice is made apparent. Through these 
frames the importance of movement is made 
material.
1 Dance Your Life: Dance and the Visual Arts in the 20th 
and 21st Centuries, Centre Pompidou, 23 November – 2 
April 2012; Dance/Draw, Institute of Contemporary Art, 
Boston, 7 October 2011 – 16 January 2012; MOVE: Cho-
reographing You, Hayward, London, 13 October 2010 – 9 
January 2011; While Bodies Get Mirrored: An Exhibition 
about Movement, Formalism and Space, Migros Museum 
für Gegenwartskunst, Zurich, 6 March – 30 May 2010; 
Dance with Camera, Institute of Contemporary Art, 
University of Pennsylvania, Philadelphia, 11 September 
2009 – 21 March 2010; What I Think About When I Think 
About Dancing, Campbelltown Arts Centre, Sydney, 16 
November 2009 – 2 January 2010. In 2012, Tate London 
developed an online performance space called BMW Tate 
Live: ‘a series of performances commissioned and con-
ceived exclusively for the online space, and the first ar-
tistic program created purely for live web broadcast’. See 
http://www.tate.org.uk/whats-on/tate-modern/eventseries/
bmw-tate-live-2014. In 2014 Para Site, a contemporary art 
organisation in Hong Kong, convened Is the Living Body 
the Last Thing Left Alive, a three day conference that 
addressed the concerns and tensions raised by present-
ing and collecting live works within institutions generally 
geared towards presenting visual artworks.
2 See Andy Horwitz, ‘Visual art performance vs. contem-
porary performance’, 25 November 2011; accessed at 
http://www.culturebot.org/2011/11/11663/visual-art-perfor-
mance-vs-contemporary-performance/.
3 The framing of these ideas has been developed in conver-
sation with a number of choreographers, artists and danc-
ers, in particular Shelley Lasica and Agatha Gothe-Snape.
4 This small selection of examples is illustrated in the fol-
lowing works: Parade (1917) a Ballet Russes performance 
with costumes and sets designed by Pablo Picasso; 
Triadisches Ballett (1922) a ballet developed by Bauhaus 
painter, sculpture, designer and choreographer Oskar 
Schlemmer; Merce Cunningham’s dance work Minutiae 
(1954), with assemblages by Robert Rauschenberg; 
Bodyspacemotionthings (1971), an installation by Robert 
Morris of objects for audience activation that was first 
installed at the Tate London and had to be closed after 
four days due to the unexpected and over enthusiastic re-
sponse of the audience; Anna Halprin’s RSVP Cycle scor-
ing process — developed in collaboration with her archi-
tect husband Lawrence Halprin, this visual scoring system 
relied on the following tenets: [R] identifying human and 
material resources that form the basis for an action, [S] 
scoring the process and instructions that direct actions, 
[V] ‘valuation’, testing and evaluating possible actions and, 
finally, [P] the performance of the score; Simone Forti’s 
task-orientated dance work Huddle (1961) was among the 
first to be presented in galleries, private houses and on 
the street; William Forsyth’s Scattered Crowd (2002), is 
one of many of his installations that use choreography as 
an organisational practice combined with design, architec-
ture and art historical references. Since the 1990s, visual 
artist have also used dance more explicitly in their work, 
such as Gillian Wearing’s Dancing in Peckham (1994) 
and Mark Leckey’s Fiorucci Made Me Hardcore (1999). A 
more recent example is Tino Sehgal’s exhibition of choreo-
graphed performances at the Institute of Contemporary 
Art, London (2003), which perhaps marks the beginning of 
the current return to the choreographic in contemporary 
visual art practice.
5   André Lepecki (ed.), Dance, Whitechapel Gallery, London 
& The MIT Press, Cambridge, 2012, pp. 15–16.
6  Catherine Wood, Yvonne Rainer: The Mind Is a Muscle, 
Afterall, London, 2007, p. 1.
7 While Framed Movements is part of a broader dialogue 
between dance and the visual arts, it also extends certain 
considerations of my exhibition Power to the People: Con-
temporary Conceptualism and the Object in Art, presented 
at ACCA in partnership with the 2011 Melbourne Festival. 
Power to the People traced the lineage of 1960s’ con-
ceptual art and its relationship to contemporary notions 
of art-making. Framed Movements further reflects on the 
influence of the historic mid-century period where chal-
lenges to the status quo and the advent of the happening, 
performance and installation art inaugurated to expand a 
practice that brought artists, dancers, sound artists and 
others together to create works that stretched beyond the 
boundaries of artistic disciplines towards society and the 
audience. Framed Movements is particularly concerned 
with the expanded notion of the choreographic formulated 
during this time and its influence on contemporary prac-
tice. 
8 In 2008, French curator Mathieu Copeland made a land-
mark exhibition entitled Choreographing the Exhibition 
that was based on a series of movements composed by 
eight visual artists and executed by three dancers over the 
two-month period of the show. This project has recently 
been published in a book that takes shape as both mani-
fest and anthology, providing an overview of the relation 
between choreography and exhibitions through five per-
spectives: score, space, time, the body, and memory. To 
date it is the most strident example of the shared method-
ological terrain between the curatorial and choreographic 
practice.
9 The exception to this position is the work of Melbourne 
choreographer Lee Serle, which was conceived while un-
dertaking a residency at ACCA and directly addressing the 
spatial and cultural context of ACCA as a site for dance.
Paulina Olowska
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Choreography, 
or framed 
kinaesthetics
•
Sally Gardner
In 1966, Robert Morris wrote that while there 
may ‘be a general sensibility in the arts at 
this time, the histories and problems of each, 
as well as the experiences offered by each 
art, indicate involvement in very separate 
concerns’.1 Compelled, still, by Morris’s con-
ception of a certain separateness distinguish-
ing the arts, I will explore the meanings of 
choreography from a dance-historical point of 
view. This may be important in considering and 
charting transformations occurring as different 
arts with their different values intersect today 
and in the future. 
 
Modern dance and ballet 
 
Choreography in Western art dance has a dou-
ble history: a history in modern dance, on the 
one hand, and in ballet, on the other. Modern 
dance ‘pioneers’ of the early 20th century, from 
Isadora Duncan onwards, did not much use the 
term ‘choreography’, due to its association with 
what were regarded trivial or minor aspects 
of theatre performance. Since modern dance 
was a new art form at the turn of the 20th cen-
tury — the first appearance of an individualised 
dance in the modernist sense — its dancer-
choreographer founders were more inclined to 
talk rhetorically of their ‘art’ or of their ‘dance’.  
 
Nothing about their dance could be taken for 
granted. In fact, French critic and dance histo-
rian Laurence Louppe has argued that modern 
dance emerged not from the field of dance 
but in relation to a very marginal field of ear-
lier unofficial, or poorly recognised, sciences 
of the body. These included, in particular, the 
work of singer and actor François Delsarte — 
influential in America and in American modern 
dance through disciples Steele MacKaye and 
Genevieve Stebbins — and the work of Émile 
Jaques-Dalcroze, whose method of ‘eurhyth-
mics’ taught musical concepts through move-
ment.2 
Duncan was also influenced by Friedrich 
Nietzsche and his The Birth of Tragedy, seeing 
herself as dancing ‘the chorus’; she thus 
emphasised the ‘choreo’ in choreography. 
Duncan aimed to communicate a felt sense of 
aliveness and the affective forces that compose 
bodies, just as the ancient Greek chorus was 
intended to arouse in its audience the sense of 
its powerful creative and destructive energies. 
These forces were an important complement 
to the intellectual or moral judgement required 
by the dramatic situation.3  
 
At the start of the 20th century, Duncan 
was notable and original for revealing and 
communicating to her (largely middle-class) 
audiences the feeling of a relatively ordinary 
corporeal shift of weight. She brought an 
awareness — usually occluded or suppressed 
in Western societies — of the states of both 
moving and being moved, states that are the 
condition of being an embodied subject open to 
the world, to gravity and to falling. As a physical 
body among other human and non-human 
bodies, the subject is both an actor and is acted 
upon. Further, the subject’s actions are also 
felt in and through the body as experiences 
undergone; body-subjects are both the agents 
and the objects of their own actions and are 
continually transformed by them. Duncan put it 
that ‘movement gives rise to its own forms’.4  
 
This ontological idea of ‘choreography’ 
was not readily understood. American 
commentator Amy Koritz has documented, 
for example, how Duncan, in her search for 
a discourse through which to articulate her 
artistic self-definition, wrestled against the 
terms applied to her by literary figures, who 
tended to perceive and value her work through 
their symbolist representational values.5 
Duncan’s story reveals how modern dancers 
needed to educate audiences in new poetic 
transformations and perceptions.   
 
Duncan’s vision was considerably more 
complex than the commonsense view of 
choreography as ‘step arranging’, or even 
as spatial practice, just as it was for modern 
dancers who came after her, such as Martha 
Graham and Doris Humphrey. Here, grammar 
can be unhelpful: as Nietzsche pointed out, we 
assume that a body pre-exists what it does, 
such as in the sentence, ‘I jumped’.6 But really 
bodies exist only insofar as these emerge in 
their dynamic particularity from the flux and 
organising force of social actions, movements 
and vitalities — from a ‘foundational 
disequilibrium’ of matter-in-movement.7 Bodies 
and their choreographies are mutually creating 
and mutually informing.  
 
This realisation belongs, as discussed, to 
modern dance and it is why the position of 
the dancer-performer in the modern dance 
tradition is worth noting. The dancer does not 
‘present’ the choreography as its instrument 
but is, ideally, both doing and undergoing 
choreography in an ever-present moment of 
‘writing’ the dance.8 The experiential aspects 
of dancing, underpinned by the anatomical and 
other resources (called bodywork or somatics) 
that can change our body’s self-organisation 
and stimulate kinaesthetic imagination, are 
a condition of possibility for choreographic 
culture in the modern dance sense. This 
is why dancer and writer Paula Clements, 
reflecting on the developments known as 
postmodern dance from the 1960s, can write:
At the heart of Judson were dancers, 
people with a deep empathy for the 
human body. All the breakthroughs 
concerning methods, presentation, use 
of objects and tasks, all the formal and 
emotional reasons why and where a dance 
takes place, were ultimately rudimentary 
to the less easily described developments 
and breakthroughs of the physical 
movement of dance. It wasn’t just new 
structures in which dance unfolded, but 
new threads within the movement itself.9 
Isadora Duncan’s capacity to convey to her 
audiences a felt sense of movement was 
dependent on her understanding that, for this 
new art, composing the dance entailed finding 
and organising the values of an emerging 
body at a level underlying movement’s explicit 
visibility. In other words, movement qualities 
(which distinguish one kind of movement, 
one style, from another despite potential 
similarities of body shaping or trajectory) are 
established at the level of neuro-musculature 
and are not immediately available to conscious 
decision. This level must be worked on.10 
Along with others, such as 20th-century 
engineer Mabel Todd (The Thinking Body, 
1937), who concerned themselves with 
movement as a felt experience, Duncan began 
to devise processes for releasing and sensing 
movement — the kinaesthetics — which 
continue to be developed by practitioners right 
up to the present. Alternatively, during the 
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inter-war years in Europe and later in England, 
Hungarian-born movement theorist Rudolf 
Laban developed his theory of the ‘efforts’ 
or ‘inner attitudes’ towards weight, space, 
time and ‘flow’, which in human situations 
give ever-shifting form and texture to visible 
aliveness.11 The so-called ‘task’ dances of the 
late 1960s also created situations in which 
engagement with equipment (sometimes in 
the form of other bodies, such as in Forti’s 
Huddle) organised a performer’s corporeal 
qualities and internal relationships, ‘qualifying’ 
their visible movements.  
 
It is important to note that dance 
choreographies can only too easily create the 
kinds of bodies that conform to the values 
of the other social institutions in which 
choreographies are also effected, such as in 
practices of child rearing, education, health 
and exercise, architecture, work, policing, 
urban planning and so on.12 But through their 
individualised choreographies, dance artists 
have also created (with some difficulty) other 
body poetics, challenging or questioning the 
apparent givens of socialised bodies — giving 
birth to corpo-realities and values that might 
otherwise be hidden. Regarding modern dance 
choreographers, Louppe observes: 
The social weighs much more upon the 
inhibition and regulation of human conduct 
than it does on the pure invention of 
forms and substances in the world of the 
representational arts. In this regard, it is 
not surprising that the inventors of dance 
modernity, like Isadora Duncan, needed 
to be personally rebellious, or to look for 
support from aesthetic currents grounded 
in violent individual resistance, as was the 
case with the German dancers who joined 
and were encouraged by expressionism, 
the Di Brucke movement in Dresden, and 
the Dadaism of the cabaret Voltaire and 
the gallery Dada in 1915–16.13
Modern dance challenged another ‘modern’ no-
tion of choreography,14 which understood danc-
ing as a kind of writing (graphy) in the Enlight-
enment sense of rational order and legibility. 
This notion dates back to the Baroque period 
and to efforts to rationalise and write, through 
notation, royal dances (or ‘ballet’) in terms of 
pathways or patterns along the floor — such 
patterns conforming to the movement of the 
heavenly spheres, as in Thoinot Arbeau’s dance 
manual, Orchésographie, of 1589.15 
Louis XIV presided over the development of an 
intensive and centralised training system, con-
trolled by the Royal Academy of Dance and 
designed to compose bodies for a royally sanc-
tioned form of movement that encoded aristo-
cratic values. Increasingly, an apparently 
weightless verticality coupled with extreme 
extension of the limbs in space became bal-
let’s major values, enabling pictorial or frontal 
legibility from a distance, framed by the pro-
scenium arch. In fact, Russian dance critic 
André Levinson makes clear that in ballet the 
work of choreography, in the other (modern 
dance) sense of composing a body, precedes 
the creation of ‘ballets’, as it occurs in the pro-
cess and regime of ballet training.16  
 
‘To choreograph’ thus needs to be understood 
in terms of the labour of making a body (poet-
ics). Historically, however, this is according to 
different modes of visibility and intelligibility of 
movements, as well as different theories and 
politics of the body.17 It is also according to dif-
ferent economics. A loss of affordable studio 
space and funding for individual artists to prac-
tice with their dancers as artisanal ‘households’ 
occurred from the early 1980s, so the modes of 
modern and postmodern dance production 
were transformed in line with cost efficiency. 
Centralised training, whether through the wide-
ly available ballet training or in university or col-
lege dance departments, became acceptable 
where once centralisation had been an anath-
ema to the autonomy of modern dance artists’ 
work, both in its making and presentation. 
 
Choreography in/and art 
 
Ballet’s pictorial values aside, how has dance 
choreography been framed in the visual arts? 
The quotation from Clements above notes 
modern dance’s nomadic character, historically. 
A latecomer to the field of art modernism, 
modern dance found spaces of exhibition  
either already occupied or inappropriate for its 
particular (haptic) modalities of apprehension.18 
Through-out the 20th century, dancers occu-
pied no fixed address, experimenting with 
spaces such as salons, theatres, rural settings, 
lofts, gymnasia, parks, town halls, streets, roof 
tops, sides of buildings and, of course, art  
galleries and museums.  
 
An explicit relationship between dance and 
visual art in Western culture is long standing 
and includes the Ballets Russes, Dada (as noted 
by Louppe above) and to some extent the Bau-
haus. German modern dancers, such as Mary 
Wigman, who was influential in America, were 
part of the expressionist movement. From the 
1950s, Merce Cunningham staged some of his 
‘events’ in galleries and invited well-known 
painters, including Rauschenberg, Johns and 
Warhol, to contribute designs for his perfor-
mances. Some of these painters also helped 
finance his company through the sale of works.  
 
At the same time, visual artists and architects 
contributed to new conceptions of performance 
and performance-making, while collage and 
‘found movement’ became meaningful terms in 
dance. Trisha Brown, whose dance company is 
appearing in this year’s Melbourne Festival, is 
herself an exhibited visual artist. In just one 
very recent local example, artist Shaun Gladwell 
was one of the contestants in the recently inau-
gurated Keir Choreographic Award.  
 
In the 1960s, minimalism ushered in a new 
level of potential dialogue between dance and 
art. Kantian, or Romantic, understandings of 
aesthetics and radically self-contained works in 
the visual arts were challenged by those that 
invited the viewer’s contingent experience and 
apprehension to complement or complete the 
work.19 While minimalism seemed to bring 
dance and the visual arts closer together, in 
some ways, or for some dancers, they were 
travelling in different, even opposite, direc-
tions. Yvonne Rainer’s essay ‘A quasi survey of 
some “minimalist” tendencies in the quantita-
tively minimal dance activity midst the pletho-
ra, or an analysis of trio A’ appeared in Gregory 
Battcock’s 1968 critical anthology on minimal-
ism.20 But Rainer also took pains to distance 
herself from minimalism, claiming that invok-
ing it was just a ‘short cut’ to say things about 
contemporary developments among a ‘mini-
mal’ number of dancers who were not part of 
the mainstream of dance at the time. As a 
dancer, she was seeking to make an art dance 
that would be more self-contained, not less. It 
would be less concerned with and less aware 
or inclusive of the audience by refusing to ac-
knowledge it through the dancer’s gaze or to 
seduce it through the ‘wiles of the performer’.  
 
Rainer and others during the 1960s were danc-
ing in ways in which muscle tone and exten-
sion of the limbs into space remained in a mid-
dle range, closer to the tonality of the everyday 
but distilled and investigated rather than 
mimed or represented. In the wake of Cun-
ningham, these so-called postmodern dancers 
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were trying to move towards a dance and a 
body that would be regarded both more objec-
tively and as more constitutively unstable. 
They were concerned with corporeality more 
as a constellation of changeable phenomena 
than as necessarily subordinate to psychologi-
cal or literary meanings.  
 
Paradoxically, through her analysis of choreo-
graphic values in mainstream dance — where 
‘usually one part of the phrase becomes the 
focus of attention, registering like a photo-
graph or suspended moment of climax’ — 
Rainer, like her forerunners, simultaneously 
tried to engage the viewer in the experience of 
movement.21 So too, Trisha Brown’s 1969 
Floor of the Forest, in which dancers dressed 
and undressed their way through a web of 
clothing suspended above an audience, rum-
maging through a second-hand clothing sale. 
Like other Brown dances, Floor of the Forest 
sought to bring about ‘an alteration in the per-
ceptions of the dancer as well as in those of 
the spectator — thus a role both heuristic and 
poetic given to the weight of the body, here 
deliberately unsettled from its habitual distribu-
tion’.22 Melbourne-based artist Russell Dumas, 
too, has developed his dance practice and po-
etics in order to make available to audiences 
through the dancing of his dancers the hidden 
instability in a quotidian body.23 All these artists 
seek to engage spectators’ virtual or inter-
corporeal participation in the dance, kinaes-
thetically. They seek, with their audience, what 
New York dance critic Marcia Siegel calls a 
‘state of simultaneous engagement and de-
tachment, of subjective objectivity’.24   
 
In performances of such works, ‘the choreog-
raphy’ always circulates among the various 
parties and it is never pure, for it intertwines 
with the social choreographies through which 
the performer and spectator are uniquely em-
bodied. A dance’s reception is highly particular; 
it takes place between one becoming body 
and another. This does not mean, however, 
that choreography cannot have a transcendent 
life. Brown’s Solo Olos, for example, can exist 
over and beyond the instance of its perfor-
mance in Melbourne — that is, over and be-
yond ‘the live’. Accepting the existence of a 
transcendent or objective dance, it becomes 
possible to build the kinds of literacy and in-
formed debate taken for granted in other art 
forms but traditionally less highly developed in 
relation to dance. It can enable us to articu-
lately discuss styles, genres, periods, works, 
processes and dancers, and to identify or rec-
ognise the emergence of ‘new threads of 
movement’ based on shared understandings 
and reference points. The concept of choreog-
raphy is thus implicated in the possibility of a 
modern dance ‘memory and identity’ and in 
the development of the fields of history and 
aesthetics necessary to any art.25  
 
As noted above, a new ‘choreographic’ award 
has been instituted in Australia, partly funded 
by the Keir Foundation and bearing the philan-
thropist’s name. Phillip Keir has said of the 
award: ‘we try to focus on the choreographic 
rather than dance because we want it [the 
award] to be seen more broadly’.26 The award, 
then, looks beyond the ‘separate concerns’ of 
dance, to use Morris’s phrase, in keeping with 
trends of and after 1960s’ performance and 
installation art to current ‘trans-disciplinary’ 
works and to the reconsideration of spectator-
ship within the visual arts. A question posed 
by Keir’s comment is: What of ‘choreography’ 
— in the senses elaborated in this essay — 
remains or persists in the ‘choreographic’? 
This is a question Framed Movements may 
help us consider. 
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ogy, E.P. Dutton, New York, 1968, p. 223. It is important 
to note that ‘the experience that prompted [Morris] to turn 
away from painting and engage with the third dimension 
was his apprenticeship in avant-garde dance’. This ap-
prenticeship was initially with dancer Simone Forti in the 
late 1950s and later with the Judson Dance Theatre. See 
Rosalind Krauss’s ‘Around the mind/body problem’, Art 
Press 193, pp. 25–32.
2 Laurence Louppe, ‘Birth of a project’, in Poetics of Con-
temporary Dance, Dance Books, Alton UK, 2010, p. 26. 
Delsarte is said to have begun ‘an intensive study of how 
humans actually moved, behaved and responded to a 
multitude of circumstances. He studied in parks, cafes, 
hospital wards, churches, mortuaries, and even scenes of 
disasters. He also studied anatomical medicine. Eventually 
expressive patterns emerged that he could clearly ob-
serve. His “Science of Applied Aesthetics” was a thor-
ough examination of voice, breath, movement dynamics, 
line and form, and virtually all the elements of the body in 
their roles as expressive agents of the human impulses, 
mind, spirit, and vital instinct.’ www.thedelsarteproject.
com; accessed 14 August 2014.
3 Kimerer La Motte, ‘A god dances through me: Isadora 
Duncan on Friedrich Nietzsche’s revaluation of values’, in 
Journal of Religion, vol. 85, no. 2, 2005, p. 248.
4 John Martin, Introduction to the Dance, Dance Horizons, 
New York, 1965.
5 Amy Koritz, Gendering Bodies, Performing Art: Dance 
and Literature in Early Twentieth Century British Culture, 
University of Michigan Press, Ann Arbor, 1995.
6 Friedrich Nietzsche, On the Genealogy of Morals and Ecce 
Homo, trans. Walter Kaufmann, Vintage, New York, 1969.
7 Laurence Louppe, ‘Singular moving geographies: an inter-
view with Hubert Godard’, trans. David Williams, in Writ-
ings on Dance, vol. 15, 1996, pp. 12–21. This interview 
was originally published in Art Press, Spécial hors Série 
no. 13, October 1992, as ‘Le déséquilibre fondateur’.
8 Elizabeth Dempster, ‘Women writing the body: let’s watch 
a little how she dances’, in Alexandra Carter (ed.), The 
Routledge Dance Studies Reader, Routledge, London & 
New York, 1998, pp. 223–29. 
9 Paula Clemens, ‘It’s impossible to repossess’, Contact 
Quarterly, vol. 7, nos 3–4, 1982, p. 53.
10 See Hubert Godard, ‘Gesture and its perception’, Writings 
on Dance, vol. 22, 2004, pp. 57–61.
11 Laban is also renowned for the system of notation he 
developed, known as Labanotation.
12 These are what Michel Foucault called the ‘disciplinary re-
gimes’ of modernity; see Discipline and Punish: The Birth of 
the Prison, trans. Alan Sheridan, Allen Lane, London, 1977.
13  Louppe, Poetics of Contemporary Art, p. 75.
14 Raoul-Auger Feuillet, a dancing master at the court of 
Louis XIV, first used the term choreography in 1699.
15 See, for example, Jean-Noel Laurenti, ‘Feuillet’s thinking’, 
in Laurence Louppe (ed.), Traces of Dance, Editions Dis 
Voir, Paris, 1994.
16 See my discussion of Levinson’s ‘The spirit of the classic 
dance’ (1925) in Dancing Together: The Choreographer 
and the Dancer in Modern Dance, unpublished PhD the-
sis, Monash University, 2004, p. 101. Nijinsky’s efforts to 
reshape balletic bodies from within ballet culture were 
significant but short-lived.
17 Understanding choreography as the process of composing 
a body poetics makes it possible to avoid a binary ap-
proach to possible differences between ‘choreographing’ 
and ‘improvising’.
18 E. Dempster, ‘Re-visioning the body: feminism, ideokinesis 
and the new dance’, Writings on Dance, vol. 9, 1993, p. 19.
19 Susan Best, ‘Minimalism, subjectivity and aesthetics: rethink-
ing the anti-aesthetic tradition in late-modern art’, Journal of 
Visual Art Practice, vol. 5, no. 3, 2006, pp. 127–42.
20 Battcock, Minimalist Art, pp. 263–73.
21  Battcock, Minimalist Art, p. 266. 
22 Laurence Louppe, ‘Corporeal sources: journey through 
the work of Trisha Brown’, Writings on Dance, vol. 15, 
1995, p. 8.
23 See the chapter ‘Russell Dumas: dance for the time be-
ing’, in Erin Brannigan and Virginia Baxter (eds), Bodies of 
Thought: 12 Australian Choreographers, Wakefield Press 
and RealTime, Kent Town, SA, 2014, pp. 8–17.
24 Marcia B. Siegel, Days on Earth: The Dance of Doris 
Humphrey, Duke University Press, Durham & London, 
1993, p. 84.
25 Louppe, Poetics of Contemporary Dance, pp. 230–65.
26  http://www.theguardian.com/culture/australia-culture-
blog/2014jul/21/sci-fi-dance-wins-national-choreography-award.
Joachim Koester
The Place of Dead Roads, 2013
single-channel HD colour video 
projection with sound
Courtesy the artist and 
Jan Mot Galerie, 
Brussels/Mexico City

Spectres of 
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•
Anneke Jaspers
In a photograph documenting the first 
performance of Agatha Gothe-Snape’s Three 
Ways to Enter and Exit (2011), dancer Brooke 
Stamp faces the viewer, crouched down on a 
haunch with her arms fully extended. One arm 
stretches sideways; the other is thrust directly 
forward, hand upturned and palm facing 
outward, as though Stamp is refuting the act 
of her photographic capture.1 Amplifying the 
intensity of this exchange between dancer and 
camera, an audience hovers in shadow behind 
her, deep within the gallery. 
The image obliquely recalls a photograph of 
Yvonne Rainer, taken almost half a century 
earlier, as she performed her work Ordinary 
Dance for broadcast on public television 
in 1962. Rainer stands tall on her toes, 
seemingly in a moment of arrest, while a 
hulking television camera stalks her actions 
from the left of the frame. Although facing 
away, she has one arm raised in its direction, 
palm facing outward in a gesture that reads 
much like Stamp’s. With notable economy, 
each of these images registers the tension 
between performance, its material traces 
and multiple layers of spectatorship.2 But 
perhaps more intriguingly, their inadvertent 
dialogue offers a striking metaphor for the 
resonance of Rainer’s work — and Judson-era 
dance more broadly — within recent visual art 
practices grounded in movement.
 
It is revealing that the image of Rainer 
languished unseen for more than 40 years, 
only entering public view during a recent 
wave of scholarship engaged with the 
interdisciplinary avant-garde of the 1960s. By 
virtue of this revisionist enterprise, her early 
oeuvre has been claimed as a paradigm for the 
radical experimentation that defined art and 
dance during the decade, which catalysed the 
transition to postmodernism. Among Rainer’s 
numerous accomplishments of the period, 
one of the most celebrated is her emphasis on 
quotidian and task-oriented movement, clearly 
signalled in such dances as We Shall Run 
(1963) and most famously articulated in Trio 
A, first performed in 1966.3 The latter unfolds 
as a continuum of uninflected movements 
that are low-key but rigorously specific, its 
phraseless structure focusing attention on the 
pragmatic physicality of the body in real time 
and space: the body at work, so to speak.4
Rainer’s disavowal in Trio A of expressive 
gesture and virtuoso technique were 
hallmarks of the work produced by Judson 
Dance Theatre in the early 1960s, a loose 
and evolving collective of which she was a 
founding member. The group had its genesis 
in a series of choreography workshops run by 
the accompanist Robert Dunn, which were 
attended by dancers, musicians and visual 
artists — among them Robert Rauschenberg 
and Robert Morris. Dunn introduced his 
students to the composition techniques of 
John Cage, encouraging them to experiment 
with chance procedures, scores and rule 
structures. Rainer and her dance peers 
Trisha Brown, Steve Paxton and Simone 
Forti brought to these exercises an interest 
in improvisation and the formal (rather than 
emotive or narrative) qualities of movement, 
forged through training with progressive 
choreographers such as Merce Cunningham 
and Anna Halprin. In 1962, a cohort from 
the workshop began staging frequent and 
informal presentations at the Judson Church 
in New York’s Greenwich Village, which 
became both a locus and a cipher for radical 
movement-based practice.5
The Judson choreographers abandoned the 
codified, esoteric language of modern dance, 
but their aesthetic was otherwise deliberately 
undefined.6 Prompted by this heterogeneity, 
critic Jill Johnston observed of their work 
at the time: ‘The possibilities of form and 
movement have become unlimited’.7 
Activities drawn from everyday life and 
pedestrian movements such as walking, 
jogging and standing were embraced, 
especially in Paxton’s group-walking pieces 
of the mid-1960s, and most notoriously in 
Brown’s later work, Man Walking Down the 
Side of a Building (1970).8 The incorporation 
of spoken word and multimedia was 
another revolution, along with the use of 
objects as props or as a way of subverting 
disciplined movement. Paxton’s Flat (1964), 
for instance, incorporated the banal ritual 
of getting dressed and undressed; Rainer’s 
Parts of Some Sextets (1965) involved 10 
people manoeuvring a dozen mattresses; and 
Brown performed A String (1966) with a film 
projector strapped onto her back, throwing its 
image around the space.
At its crux, the unifying principle of the Judson 
circle was to challenge assumptions about 
what constituted dance. This broadening 
of terms foreshadowed a number of more 
specific developments: a redefining of dance’s 
relationship to other mediums; an embracing 
of collective process and democratic models 
of participation; and a self-critical approach 
to choreography as a process of formal 
exploration.9 One effect of the latter was 
to foreground the distinctions between 
choreography and dance, and their various 
material traces. It was by way of choreography, 
in the first instance, that the Judson artists 
grappled with the conceptual problems 
fermenting across the arts at the time, 
inaugurated by Cage’s sound compositions, 
recast in the ‘happenings’ of Allan Kaprow at 
the end of the 1950s, and later adopted by 
Fluxus: the found and readymade, proximity 
to lived experience, indeterminacy, social 
activation and inclusiveness.
As Rainer noted in her writing about Trio 
A, choreography was also the means of 
redefining the energy distribution, and 
therefore visual character, of a work in order to 
counter the dominant ‘maximal’ aesthetic of 
modern dance. By equalising the relationship 
of parts to the whole, flattening the effects 
of phrasing, and focusing on ‘objectified’ 
movements, Rainer aligned Trio A with the 
minimalist tendency emerging across the arts 
by the middle of the decade.10 Her intention 
was clearly to make a dance that was more 
object-like than image-like: a dance that in fact 
resisted the logic of spectacle by refusing to 
produce actions that would become ‘the focus 
of attention, registering like a photograph 
or suspended moment of climax’.11 
Nevertheless, this was framed — as was 
much of the work that emanated from Judson 
— by an acute consciousness of dance’s 
temporal and ‘irreducibly visual’ nature.12
While Rainer may have been circumspect 
about spectacle, she was deeply engaged 
with questions of spectatorship. Her oft-cited 
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manifesto-like statement regarding Parts of 
Some Sextets reflects her critical deliberation 
on the performer–audience dynamic and its 
effect on apprehension. ‘NO to spectacle no 
to virtuosity no to transformations and magic 
and make-believe’, she insisted, ‘no to the 
glamour and transcendency of the star image 
… no to seduction of the spectator by the 
wiles of the performer no to eccentricity no 
to moving or being moved’.13 Art historian 
Carrie Lambert-Beatty has argued that 
Rainer’s profound alertness to the act of 
‘watching’ — tacitly framed by a culture of 
spectatorship in which representations of the 
body in broadcast media were proliferating 
— affords her special status in the history of 
the period.14 Expanding on Thomas Crow’s 
claim that it was in Judson dance that the 
defining imperatives of 1960s’ art-making first 
cohered, Lambert-Beatty singles out Rainer’s 
work as ‘a — perhaps the — bridge between 
key episodes in postwar art’, connecting the 
social aspects of happenings, Fluxus and 
Judson with the formal and phenomenological 
concerns of minimalist sculpture.15
Following Lambert-Beatty’s example, 
we might also think of Rainer as a bridge 
between the interdisciplinary avant-garde of 
the 1960s and the choreographic impulse 
in contemporary art over the past decade. 
In the exhibition Framed Movements, the 
body is set in motion in ways that render 
Rainer’s legacy, and the broader influence of 
Judson dance, clearly legible. The movement 
vocabulary is typically objectified and stripped 
of an expressive function; works unfold within 
scored parameters; objects and contexts are 
framed as sites of choreographic enquiry; and 
the fact of the body’s display is reflexively 
addressed. The renewed correspondence 
between art and dance that underscores the 
project might be couched in terms of the 
latter’s status, as curator Catherine Wood has 
put it, as ‘the simplest and most economical 
meeting point between behavior and 
aesthetics’.16 And yet, much of the work is not 
self-consciously engaged with dance so much 
as the orchestration of movement. Where in 
the 1960s, the dialogue between disciplines 
was partially an attempt to erode their 
boundaries — and certainly Judson-era dance 
found a ready context and audience in the art 
world — here choreography is mobilised as a 
critical tool without necessarily claiming dance 
as its corollary.
Indeed, the choreographic tendency 
represented in the exhibition should be 
understood as one facet of a more general — 
and now relentless — return to performative 
strategies in art-making, to a dematerialised 
aesthetic and to the production of tangible, 
lived experiences as art. Viewed from 
this perspective, it registers as but one 
manifestation of the conspicuous return to the 
1960s’ avant-garde as a repository of ideas 
and methods with renewed currency. The 
principles advanced by Cage and Kaprow, the 
social ethos of Fluxus, the situational logic of 
minimalism and the instructional bent of early 
conceptual art are everywhere to be found. In 
fact, the choreographic impulse is thoroughly 
entangled with a series of conceptual 
refrains that far exceed its limits, and which 
have become primary assertions of the 
contemporary in art: liveness, performativity, 
duration, participation, collective authorship, 
iterative and dispersed models of production, 
site responsiveness and multimediality.
Given that our hyper-mediatised, hyper-
commodified culture echoes the post-war 
situation in an accelerated form, it is perhaps 
unsurprising that the aesthetic achievements 
of the 1960s have been so thoroughly re-
appropriated for the present moment. Now, 
as then, these tactics are employed as frank 
rejoinders to passive consumption, social 
alienation and ubiquitous spectacle, in lieu 
of the representational thrust of 1980s’ 
postmodernism. Performance theorist Philip 
Auslander has suggested that even (or, I 
would suggest, especially) ‘within our hyper-
mediatized culture, far more symbolic capital 
is attached to live events than to mediatized 
ones’, a symbolic capital that extends to 
ephemeral modes of art-making.17 In a 
statement written to accompany her work 
The Mind is a Muscle in 1968, Rainer made 
a similar claim: relative to her ‘tenuous and 
remote’ connection to turbulent world events 
received via television, she proposed, ‘My 
body remains the enduring reality’.18
While the ‘enduring reality’ of the body clearly 
remains a powerful idea, it does so in the 
context of profoundly expanded discourses 
on embodiment and performativity, which 
foreground the body as a site of social 
and political inscription, as opposed to 
authenticity. Moreover, in contemporary 
art, the corporeality of the ‘body at work’ 
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is increasingly conflated with that of the 
‘working body’. Performances that are 
realised by way of delegated labour render 
economies of outsourced production visible: 
a particular feature of works premised on 
repeatability or extended duration. As Claire 
Bishop has noted, ‘Presence today is arguably 
less a matter of anti-spectacular immediacy 
(as was the case during the 1960s) than 
evidence of precarious labour’.19 Put more 
broadly, the imperative to reconcile live art 
with the temporality of exhibitions and the 
constraints of contemporary institutional 
practice has produced new dilemmas, both 
ideological and pragmatic.
With its explicit emphasis on physical 
thresholds, finite scenarios, and the artist’s 
own embodiment, work grounded in the 
tradition of body art is clearly at odds with 
this new economy of repetition and indefinite 
presence. Work of a choreographic nature, 
however, is always already engaged with 
these questions. Transmission, distribution 
and reproduction: these are choreography’s 
established codes and implicit effects. As 
the name suggests (derived from the Greek 
khoreia ‘dance’ and grapheia ‘writing’), 
choreography counters the disappearance 
of dance — and especially improvised 
movement — by tracing the means to its 
re-actualisation.20 Often this mark-making 
takes the literal form of scores and notations, 
but it also manifests more precariously in 
the invisible residues of muscle memory 
and embodied modes of perception. As 
a consequence, in professional contexts 
choreography typically circulates through live, 
person-to-person transmission, a pedagogical 
practice that foregrounds economies of labour, 
exchange and (in terms of fostering a repertory 
for public presentation) consumption.
Such a practice is subject to the vagaries 
of personal interpretation and the nuances 
wrought by distance and the passage of time, 
as the history of Trio A reflects. Early on, 
Rainer imagined the piece in populist terms, 
‘teaching it to anyone who wanted to learn 
it’ and providing ‘tacit permission to anyone 
who wanted to teach it’.21 This democratic 
approach encouraged the broad spread and, 
in her own words, ‘inevitable evisceration’ of 
the work, a process she eventually renounced 
after confronting a fifth-generation version she 
disapproved of.22 Rainer has since championed 
the model of interpersonal transmission, a 
practice that, as Wood has noted, frames the 
body as a ‘living archive’.23 Extending this 
idea further, Wood has also characterised Trio 
A as a form of ‘editioned artwork’, passed 
from one owner to another, an intriguing 
proposition that takes its cue from present 
circumstances. For while the resurgence of 
interest in both historical and contemporary 
performance has valorised ‘liveness’, it has 
also brought issues of collecting, preservation 
and legacy firmly into view.
Wood’s concept of the body-as-archive 
signals an interesting point of confluence 
in this regard, between the ‘immediacy’ 
that underpins interpersonal transmission 
and the act of ‘mediation’ it necessarily 
encompasses. It draws attention to the 
process of transferring choreography from a 
singular, original source to multiple performers, 
for whom this information exists as both a 
highly subjective, experiential reality and a 
kind of second-hand knowledge. The complex 
interplay here between the original and the 
reproduced — between primary and secondary 
registers of experience — is instructive, 
since it intersects with debates regarding the 
relationship of ephemeral art forms to their 
documentation, specifically the question of 
where the authenticity of a work resides. The 
terms of reference have shifted markedly 
in this regard since the Judson era, with 
the increasingly fluid translation of temporal 
practices across media fuelled by technological 
and cultural developments, but also by 
institutional and market imperatives.
As a consequence — and against the grain of 
Peggy Phelan’s infamous ontology of liveness, 
which defines performance as ‘representation 
without reproduction’ — new theoretical 
positions have emerged that complicate the 
binary of action and aftermath.24 Auslander, 
for example, has pitched documentation 
as ‘performative’ in itself, a position that 
flattens the ideological hierarchy between 
live events and their material traces.25 Such 
an argument squares optimistically with the 
concern of most contemporary art grounded 
in movement and flux with its future visibility, 
a concern that unsettles the dynamic 
between presence and absence so integral 
to its 1960s’ precursors. That these practices 
should be assiduously recorded for perpetuity 
is now the prevailing orthodoxy, but the way 
in which documentation filters and distorts 
our encounter with past events remains of 
key significance, a conceptual problem that, 
rather than recedes from view, has colonised 
the field of practice.
And so we return to the friction conjured, 
however unintentionally, by the photographs of 
Stamp and Rainer discussed at the outset. As 
if to prefigure their uncanny dialogue, during 
the course of researching this essay a single 
word appeared time and again: haunting.  
Choreographies were haunted by their danced 
incarnations, dances by their documentation, 
notations by performed gestures, and bodies 
by muscle memory. It became impossible not 
to think of the image of Stamp as haunted 
by that of Rainer, in the same way that 
Judson dance shadows the choreographic 
explorations gathered together in Framed 
Movements. Lambert-Beatty has described 
how Rainer’s work of the 1960s grappled with 
problems ‘intrinsic to performance in any time 
or place’: ‘ephemerality … documentation, 
attention, mediation, durational experience’.26 
This is true, of course. But then perhaps 
choreographed performance is charged 
with a particular relevance for the present 
moment, a relevance that derives from 
its structural alliance with repetition and 
reproduction, translation and transmission. 
Dance disappears; choreography endures 
and disperses. And in works that take 
choreography’s language as a starting point, 
the tension between movement, embodiment 
and lasting visibility remains perpetually in play.
1 For the second iteration of this work, Other Ways to Enter 
and Exit (2014), Gothe-Snape reproduced the photograph 
on a poster alongside a text that recalled how Stamp 
and the photographer seemed to assume their positions 
simultaneously, and the dance ended directly after the 
image was taken.
2  Carrie Lambert-Beatty makes this point about the image 
of Rainer in the preface to her book Being Watched: 
Yvonne Rainer and the 1960s, The MIT Press, Cambridge, 
Ma. & London, 2008, p. xi. The photograph, taken by 
Warner Jepson, was first published here, on p. xiii.
3  We Shall Run involved a dozen people — dancers and 
non-dancers — dressed in street clothes (a hallmark 
of Judson work) running for seven minutes in specific 
formations.
4 The work is frequently misconstrued as a loose sequence 
of effortless movements, a ‘received idea’ contested by 
Julia Bryan-Wilson in her recent account of learning Trio A, 
‘Practicing Trio A’, October, 140, spring 2012, pp. 54–74, 
and by Rainer herself in ‘Trio A: genealogy, documenta-
tion, notation’, Dance Research Journal, 41, no. 2, winter 
2009, p. 16.
5 Accordingly, I invoke ‘Judson dance’ here as a broad de-
scriptor of the type of experimental work that was pro-
duced by members of Judson Dance Theatre during their 
tenure at the church and after the dispersal of the original 
group in 1964.
6 Sally Banes, Democracy’s Body: Judson Dance Theatre 
1962–1964, UMI Research Press, Ann Arbor, 1983, p. xvii. 
7 Jill Johnston, ‘Judson Concerts #3, #4’, Village Voice, 28 
February 1963, p. 9, quoted in Sally Banes, Democracy’s 
Body, p. 86
8 Paxton’s walking piece Satisfyin Lover (1967), for ex-
ample, was a dance ‘about walking, standing and sitting’ 
for 30–84 performers, including non-dance participants; 
Brown’s legendary Man Walking Down the Side of a Build-
ing (1970) involved a single performer walking down the 
surface of a seven-floor building, from rooftop to ground, 
facilitated by a simple rope-and-pulley system.
9 Banes, Democracy’s Body, pp. xvii–xviii
10 See Yvonne Rainer, ‘A quasi survey of some ‘Minimalist’ 
tendencies in the quantitatively minimal dance activity 
midst the plethora, or an analysis of Trio A’ (1966), in 
Gregory Battcock (ed.), Minimal Art: A Critical Anthology, 
EP Dutton & Co., New York, 1968, pp. 263–73.
11 Rainer, in Battcock, Minimal Art, p. 266.
12 Peggy Phelan frames dance and movement in these 
terms, claiming them for the tradition of art history: ‘Mov-
ing centres’, in Stephanie Rosenthal (ed.), Move: Choreo-
graphing You: Art and Dance Since the 1960s, Hayward 
Publishing, London, 2011, p. 22.
13 Yvonne Rainer, extract from ‘Some retrospective notes 
on a dance for 10 people and 12 mattresses called Parts 
of Some Sextets’ (1965), in André Lepecki (ed.), Dance, 
Whitechapel Gallery, London & The MIT Press, Cambridge, 
Ma., 2012, p. 48.
14 Lambert-Beatty, Being Watched, pp. 7–15.
15 My italics. Thomas Crow, The Rise of the Sixties: Ameri-
can and European Art in the Era of Dissent 1955–1969, 
Harry N. Abrams, Inc., New York, 1996, p. 128; Lambert-
Beatty, Being Watched, p. 9. 
16 Catherine Wood, Yvonne Rainer: The Mind is a Muscle, 
Afterall, London, 2007, p. 1.
17 Philip Auslander, Liveness: Performance in a Mediatized 
Culture, Routledge, London & New York, 1999, p. 59.
18 Yvonne Rainer, The Mind is a Muscle program statement, 
reprinted in Wood, Yvonne Rainer, p. 41.
19 Claire Bishop, Artificial Hells: Participatory Art and the 
Politics of Spectatorship, Verso Books, London and New 
York, 2012, p. 231. 
 
20 For a detailed discussion of the relationship between 
dance, writing and language see André Lepecki, ‘Inscrib-
ing dance’, in André Lepecki (ed.), Of the Presence of the 
Body: Essays on Dance and Performance Theory, Wes-
leyan University Press, Middletown, Conn., pp. 124–39.
21 Yvonne Rainer, Work 1961–73, Press of Nova Scotia 
College of Art and Design, Halifax, and New York Univer-
sity Press, New York, 1974, p. 77, quoted in Sally Banes, 
Terpsichore in Sneakers: Post-Modern Dance, Wesleyan 
University Press, Middletown, Conn., 1987 (1980), p. 53.
22 Banes, Terpsichore in Sneakers, p. 53.
23 Wood, Yvonne Rainer, p. 93.
24 Peggy Phelan, Unmarked: The Politics of Performance, 
Routledge, London & New York, 1993, p. 3.
25 See Philip Auslander, ‘The performativity of performance 
documentation’, PAJ: A Journal of Performance and Art, 
84, 2006, pp. 1–10.
26 Lambert-Beatty, Being Watched, p. 10.
Alicia Frankovich
Defending Plural Experiences: 
MOCAP Creation, 2014 
HD colour video with sound 
Motion Capture and CG 
animation by Kim Vincs  
and Daniel Skovli, Deakin 
Motion.Lab 
Courtesy the artist
Gesture
Several of the works in the exhibition 
focus specifically on ‘types’ of bodies and 
their behaviours, as they are embodied in 
simple actions and gestures. Our bodies are 
conditioned by many factors, both external 
and internal, and possess an agency in their 
individual being and collective gathering. They 
operate at various rhythms and take pride in 
many forms, revealing much about ourselves 
and our surrounds.
Sloss, Kerr, Rosenberg & Moore (2007) 
features four practicing New York City 
attorneys — John Sloss, Chet Kerr, Scott 
Rosenberg and Thomas Moore — performing 
a movement and vocal score that references 
their working lives. Originally created as a 
live performance by American choreographer 
Ann Carlson, it was later recreated for video 
in collaboration with American artist Mary 
Ellen Strom. The work’s rhythmic sequences 
illustrate the performative aspects of litigating, 
the pressures experienced while working 
inside the juridical system, the contest, the 
service and, ultimately, the lawyers’ individual 
humanity. It reflects on subjectivity and the 
inscription of labour on the human body, 
compressing time and movement into a 
performance that illustrates the accelerated 
pace of the modern working body.
In contrast, Joachim Koester’s The Place of 
the Dead Roads (2013) considers the gendered 
body represented through the film genre of the 
western. Titled after Williams Burrough’s 1983 
novel, this work portrays four androgynous, 
down-and-out looking cowboys engaged in the 
rituals of posing, circling, drawing their guns, 
the shoot out and other gendered gestures 
linked to the western. In contrast to the usual 
narrative progression of such films, the cow-
boys oscillate between these ritualised actions, 
as if directed from an unconscious realm. Liken-
ing the work’s subterranean setting to a purga-
tory in which senseless gestures are repeated, 
Koester cites Austrian psychoanalyst, Wilhelm 
Reich: ‘Every muscular contraction contains the 
history and meaning of its origin’. Through their 
trance-like state, Koester’s cowboys illustrate 
the cycle of gendered posturing perpetuated by 
popular narratives and social stereoypes.
The gendered body is also considered in the 
work of Sydney artists Jess Olivieri and Hay-
ley Forward, who work with an often transient 
and site-specific body of collaborators under 
the moniker Parachutes for Ladies. The artists 
filmed Small States (2008) during a residency in 
Berlin. The video documents a choreographed 
performance by four local men, whose move-
ments directly reference the opening of the 
musical West Side Story. Clicking their fin-
gers as they move within an area delineated 
by several columns, their actions suggest a 
gender-related desire to mark out space, pos-
sibly in sexual or territorial pursuit. The work 
also engages with the artists’ interest in site 
specificity. Acknowledging Berlin as historically 
contested, the artists cite the dialogue of a 
character in Wim Wenders’ 1987 Berlin-based 
film, Wings of Desire: ‘People are divided into 
as many states as there are individuals … Each 
one takes his own with him and demands a toll 
when another wants to enter.’ 
In her new commission, Defending Plural 
Experiences, New Zealand artist Alicia 
Frankovich explores the potential of bodies in 
transformation. Comprising a live performance 
in the gallery, a performance for video, 
sculptural and notated works, the piece brings 
together various bodies (human, animal and 
cyborg) in a choreography that acknowledges 
the individual and collective, the rising activity 
of the service industry, the potential of a 
non-anthropocentric view of the world and 
contemporary experiences of viewing. Using 
a sculptural and movement-based approach 
to composition, Frankovich layers the bodies 
and gestures of trained dancers, amateur 
performers and service workers with ‘active 
observers’ who represent how we look at 
the world through platforms such as art 
museums and the internet. In this way, her 
work blurs the boundaries between participant 
and audience, asking us to consider how 
we occupy space and the agency we each 
possess to affect the collective experience.
The body and site are also key interests 
for American artist Emily Roydson. Her 
interdisciplinary practice is concerned with 
movement in its many forms: social, political, 
aesthetic and experimental. Sense & Sense 
(2010) is a two-channel video documentation 
of a performance she made in collaboration 
with New York performance artist MPA. 
Filmed at Sergels torg, Stockholm’s central 
square and the site of the city’s political 
demonstrations, the performance follows MPA 
as she walks across the square on her side. 
Shot from above, the performance is captured 
in two frames: a close up that accentuates 
MPA’s physical struggle as she horizontally 
traverses the civic space, and an aerial view 
that documents the plaza’s daily pedestrian 
traffic and its encounter with the performance. 
The square’s iconic triangular pattern provides 
a strong aesthetic background for a portrait of 
the political body, highlighting the abstraction 
of the idea of ‘free movement’ reflected in the 
history and design of the site.
left: Joachim Koester
The Place of Dead Roads, 2013
single-channel HD colour video 
projection with sound
Courtesy the artist and Jan 
Mot Galerie, Brussels/Mexico 
City 
right: Ann Carlson and 
Mary Ellen Strom
Sloss, Kerr, Rosenberg & 
Moore, 2007 
HD colour video with sound
4.30 mins, looped
Courtesy the artists and 
Longhouse Projects, NY
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single-channel HD colour video 
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4.10 mins 
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Sense & Sense 
a project with MPA, 2010 
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15.25 mins, looped 
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Space
Space is a key concern for several artists in 
Framed Movements. Whether social, archi-
tectural, contested or imagined, space shapes 
our experiences, conditions our behaviour 
and determines our movements. How space 
can be occupied, perceived and represented 
is of ongoing interest not only in art but also, 
of course, in politics, economics and culture 
more broadly.
 
Space, or more specifically its reconfiguration, 
is central to the work of Gwenneth Boelens 
and Helen Grogan. Originally conceived in 
2007, Choreography comprises 60 black-and-
white images photographed at a dance studio 
in Melbourne at that time. Developed out of a 
desire to make a choreographic work that did 
not engage a dancer, the piece is conceived as 
a spatial configuration in which viewing con-
stitutes movement itself. The work uses the 
photographic image to compose specific view-
points that map the pathway and perspective 
of the absent dancer’s body in the studio.  
 
For Framed Movements Boelens and Grogan 
have revisited the work under the title Chore-
ography (Gallery 2, ACCA). What they describe 
as ‘the moving view within choreography’ re-
mains embedded in the work, but its presence 
is elaborated. The photographs are mounted 
on board and displayed leaning against the 
wall, but their sequential order has been dis-
jointed, elongated, overlapped and obscured. 
The work, however, remains visually coherent 
as a replica of a vacant dance studio. The ar-
rangement allows the viewer into the studio 
and gallery at once, collapsing choreography, 
sculpture and photography into an experience 
of time and space.
Brisbane-based artist Sandra Selig seeks to 
make space tangible through the most subtle 
and often immaterial of means. In Framed 
Movements she uses the beams of two data 
projectors to illuminate the architecture of the 
gallery, making simultaneously visible and invis-
ible the built environment and the movement 
of people throughout it. Based on her observa-
tion of the space, Selig’s response is created 
through a process of improvisation that involves 
manually moving two sheets of paper across 
a flat surface, as if tracing an invisible overlay 
onto the site. This footage is then projected 
across the space itself, recalling the absent 
and present body and inviting the audience to 
move into the work, becoming part of its spatial 
orchestration. 
 
As part of Framed Movements, Melbourne-
based choreographer Lee Serle undertook a 
unique residency with ACCA, during which 
he observed the activity and viewing habits 
of the audience, witnessed the making and 
demounting of exhibitions, interviewed staff 
from all areas of the organisation, and worked 
through a reading list dedicated to the his-
tory of museums and the concept of the 
white cube. This research complemented his 
recent secondment with the Trisha Brown 
Dance Company in New York. One of the first 
choreographers to work within a gallery and 
a pioneer of using public space for dance, 
Brown has influenced generations of creative 
thinkers. They include Serle, who’s new work 
60 Second Dances (2014) comprises an archi-
tectural intervention, live performance, audio 
recording and visual documentation.  
 
Gwenneth Boelens & 
Helen Grogan
Choreography, 2006-07
Installation view
Courtesy the artists
By colouring various elements of ACCA’s fore-
court, Serle uses colour to affect the viewer’s 
depth of perception and the scale of ACCA’s 
iconic exterior and grounds. Locating his per-
formance within this space, he positions one 
short dance alongside another, each using a 
different movement dynamic to play with the 
viewer’s experience of time. This approach 
stems from Serle’s observations of how long 
a viewer spends with an artwork and how 
artists work to engage with this phenomenen. 
His performance also reflects his experience 
of the gallery as a space of contemplation, 
where a work might be viewed in isolation or 
where relationships between works are cre-
ated through their collective display. The audio 
recording of Serle’s performance is installed 
in the forecourt, aurally tracing movement in 
time, while the visual documentation is pre-
sented in the gallery, displacing movement 
from its site and focusing our attention on the 
shared visuality of art and dance.
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60 Second Dances, 2014
spatial intervention, live 
performance, audio recording, 
video documentation
various dimensions and 
durations
Courtesy the artist
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One another, 2014
two-channel SD colour video 
projection with sound
duration variable
Courtesy the artist and 
Milani Gallery, Brisbane, and 
Sarah Cottier Gallery, Sydney
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Time
Time is crucial to the experience of space. In 
fact, many artists approach time as a space 
in itself. While artists across all disciplines 
and generations have contended with time 
in their work, those of the 21st century 
deal with accelerated notions of time never 
experienced before. The impact of increased 
mobility, ever-advancing digital technology 
and the rise of outsourced labour means time 
is at once expanded and accelerated. It also 
remains a commodity. 
Intermission (2013) is a live installation by 
New York–based choreographer, director and 
performance artist Maria Hassabi that deals 
with stillness. Originally conceived as part of 
the Cyprus and Lithuanian Pavilion at the 55th 
Venice Biennale and presented in the Palasport, 
a local gymnasium, the work draws on the 
idea signified by its title: the time between 
the parts of a show, the time when viewing is 
less directed and attention more fragmented. 
Hassabi has exaggerated this notion, drawing 
it out through time and physicality to create 
an overlapping sequence of 2.5-hour solos 
that see, at any one time, three denim-clad 
performers intermittently and diagonally 
undulate down a set of steps. Reconfigured in 
the gallery space of Framed Movements, the 
work exemplifies Hassabi’s ‘sculpturesque’ 
approach to movement and her interest in 
the relationship of the body to the image. By 
concentrating on a live notion of stillness, she 
creates a body of movement easily read as a 
flat image, a sculpture or an installation.
Polish artist, Paulina Olowska also plays 
with notions of time in her 2007 collage 
series, Body Movement Alphabet Studies. 
Part of a larger project known as Alphabet, 
comprising performance, print and poetry, 
these works are inspired by the 1926 Czech 
publication of the same name (Abeceda). 
Conceived by the Czech artists’ collective 
Devetsil (1920–31), the publication combined 
the verse of poet, Vít zslav Nezval with 
photomontages by avant-garde artist and 
typographer Karel Teige who developed 
his graphic design around photographs of 
dancer and choreographer Milada Mayerova 
forming the letters of the alphabet with her 
body. Considered a landmark achievement 
of European modernism, the book is 
recognised as a key expression of ‘poetism’, 
a revolutionary synthesis of verbal and visual 
signs that would give poetry the immediacy 
of advertising billboards, transforming art and 
society alike in a world recovering from war.  
 
Olowska’s collages are loosely based on 
Teige’s human alphabet but are formed from 
human letterforms found in vintage and 
contemporary fashion magazines, television 
stills and snapshots. Using collage techniques 
to combine time and space, Olowska 
proposes the continuation of the modernist 
project, exploring the relationship between 
typography, choreography and politics found 
in various examples of mediated culture. 
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version), 2014
clear acrylic sheets, masking 
tape
dimensions variable
Courtesy the artist and 
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Courtesy the artist and 
Daine Singer, Melbourne
Audience
Just as time and space are crucial to shaping 
our movement through the world, an audience 
is also constitutive for modern notions of art 
and dance. As Duchamp states: ‘The creative 
act is not performed by the artist alone; the 
spectator brings the work in contact with the 
external world by deciphering and interpreting 
its inner qualifications.’1 Since the late 1950s, 
artists have actively questioned the role of 
the viewer in their work, not just through the 
act of looking but by physically implicating 
the viewer in the work itself. Many of the 
interdisciplinary works that emerged at this 
time, such as Anna Halprin’s instructional 
pieces and Alan Kaprow’s happenings, invited 
the viewer’s direct physical participation in the 
work or blurred the boundaries between art 
and audience by challenging the conventions 
of where and how it was shown.
The practice of Melbourne-based artist Nathan 
Gray is highly informed by this period, in 
particular by the work of composers John Cage 
and Cornelius Cardew. Gray’s Score for Dance 
(ACCA version) (2014) comprises a hanging 
installation of clear acrylic sheets with lines of 
coloured masking tape. Each sheet is carefully 
positioned to play a role within the whole, 
overlapping and juxtaposing to create an optical 
phenomenon known as the moiré effect. 
Activated by the viewer’s movement, the work 
can be understood as a visual score whose 
performance is shaped by the open structures 
of chance and improvisation. Scaled to the body 
and suspended just above the floor, the work 
awaits orchestration by the audience. As the 
viewer decides their own movement they in 
turn determine the movement of the work.
In Lane Cormick’s performance Kalasaki 
Rose (2014) the action of viewing similarly 
plays a central role. Presented on opening 
night, this two-hour performance focuses 
on the presence of a live eagle in the gallery 
space. Safely tethered to a t-structure in the 
centre of the gallery, the bird’s restrained 
performance speaks to notions of the trained 
and virtuosic body, while creating a tangible 
atmosphere of anxiety: will the bird remain 
obedient? The performance is recorded 
through a series of video and still cameras 
held by individuals circling the bird at a close 
proximity. This documentation is presented 
as a live feed on the gallery walls, creating 
a series of receding spectacles within a 
confined space. Cormick is interested in 
blurring the division between performer and 
audience, the observer and the observed. 
His works have been built around symbols 
and imagery loaded with associations of risk, 
masculinity and performance. In this instance 
the command of the iconic eagle is brought 
into play, its trace and those of its observers 
notated on the floor for the remainder of the 
exhibition.
1  Michel Sanouille and Elmer Peterson (eds), The Writings 
of Marcel Duchamp, Marchand du Sel, New York, 1973, 
pp. 139–40.
Agatha Gothe-Snape
Three Ways to Enter and Exit, 
2011
three-channel DV with sound
13.41 mins, looped
Courtesy the artist and 
Commercial Gallery, Sydney
Document The idea of recording or documenting artworks has become central to contemporary practice. 
It allows for the distribution and reproduction 
of artworks beyond the physical object or 
moment itself. In the context of choreography, 
where the term itself derives from the idea 
of ‘writing’ and ‘dance’, documentation 
methods such as scoring, notation and visual 
records play a key role in the development, 
transmission and perpetuation of a dance 
work. The relationship between the work and 
its document is also fertile ground for critical 
examination and raises issues of authorship 
and value that are complex and often at the 
core of the work itself.
In the instance of Agatha Gothe-Snape’s 
project Three Ways To Enter and Exit (2011) 
the work exists in various forms that all rely 
on the document. Originally conceived as a 
performance to be held at Sydney’s Tin Shed 
Gallery in 2011, Three Ways To Enter and Exit 
began with the artist constructing individual 
visual scores for three invited dancers.1 The 
dancers were then asked to perform their 
interpretation of the graphic notation in the 
gallery space, alongside the score itself and 
a yellow plinth. Each dancer was given an 
hour to devise their response, followed by 
20 minutes for the performance in front of 
an audience. Initially documented on video, 
the performance continues to exist in various 
formats, including a written account by Gothe-
Snape and as a cerebral trace in the muscle 
memory of the dancers’ bodies.  
 
For Framed Movements the performance 
is revisited by screening the original video 
documentation, which captures moments of 
poesis that are absolutely compelling and retain 
an immediacy that seems counter to the act of 
their capture. In this way Gothe-Snape employs 
the fixed nature of the document to arrest the 
temporal nature of performance, allowing the 
work and its ideas to be revisited by both artist 
and audience across time.
The idea of the contemporary document could 
perhaps not be better epitomised than in the 
form of the email. Over several years, Sydney-
based writer and performance artist Brian 
Fuata has used email — both its function 
and embedded hierarchies of information as 
a space for performance and for audience 
gathering. Interested in the limits and fault 
lines of language, he creates performances 
that draw on existing encounters and 
communications distilled into scripted texts 
that are shaped by theatrical tropes and 
formatted using email fields. These texts are 
then circulated to an online audience that 
grows by word of mouth and by accident.  
 
Like his other writing projects, these works 
reinstate the theatrical space of written 
correspondence as a performed action. 
Fuata likens ‘Loading the white page of a 
Word document as a stage where a text 
“authentically moves” around the (two) 
writers/readers/performers and mover/
observer in a literary prose/poem, speech 
act or a visual text work’. Also working with 
live physical performance, he describes his 
expanded notion of the stage — the page, 
email and floor — as the ‘natural theatre of 
everyday life, both intimately banal and quietly 
spectacular’.2
1 Three Ways to Enter and Exit was originally presented as 
part of the exhibition Rules of Play, curated by Kathryn 
Gray at Tin Sheds Gallery, Sydney, in 2011. Cindy 
Rodriguez took video documentation of the performance. 
The participating dancers were Tim Derbyshire, Brooke 
Stamp and Lizzie Thompson.
2  All statements from the artist have been taken from email 
correspondence with the curator during September 2014.
Brian Fuata
A performance for all the men 
in my address book, 2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
To Lee, Matthew and Tim: a 
performance for three men, 
2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
The Public Body: an email 
performance, 2014
digital print on 300gsm matte 
paper
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Art, 2014
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The in between
THESE SIX PARTS HAVEN’T YET OCCURRED AT THE SAME TIME EVERYTHING IS ALREADY HAPPENING
Helen Grogan
an index to SPECIFIC IN-
BETWEEN (The choreographic 
negotiated in six parts), 2014 
and SETTING for SPECIFIC IN-
BETWEEN (The choreographic 
negotiated in six parts), 2014. 
The six parts stated as having 
not yet occurred: Something 
that hovers between thing and 
event, Space is happening (as 
we make it), Choreographing 
social and public space, 
Migrating frames (of view and 
space), Choreography as an 
expanded field and Time is 
happening as developed by 
Helen Grogan in conjunction 
with participating artists.
While it is an anomaly within the exhibition 
context, Helen Grogan’s SPECIFIC IN-
BETWEEN (The choreographic negotiated 
in six parts) sits at the core of the intent 
of Framed Movements and was a guiding 
inclusion in the show’s development. 
Described by Grogan as ‘a research focused 
series that addresses choreographic strategies 
and concepts within the current work of artists 
and theorists’, the performance takes place 
every Wednesday evening throughout the 
exhibition and concentrates on the notion of 
expanded choreography.1 Structured around 
six themes that bring together various artists, 
dancers, choreographers and thinkers, the 
program of talks, performances and facilitated 
discussions has been developed in response 
to the participants’ practices. Taking place in 
ACCA’s main gallery, the program is conceived 
as a frame within a frame (of the exhibition) 
for communicating ideas to a public audience, 
and employs the ‘setting’ of moveable panel 
flooring to facilitate the activities of each 
session. This device delineates the program in 
its absence and is reconfigured throughout the 
exhibition, tracking the activity of the work.
1 Grogan defines ‘expanded choreography’ as a field that 
decentralises the dancing body as a formal material within 
its investigation of choreographic practice.
(born 1980 in Soest, Netherlands; based 
in Amsterdam) graduated from the Royal 
Academy of Art in the Hague in 2003 and 
was a resident artist at Rijksakademie 
van Beeldende Kunsten in 2006–07. 
Boelens synthesises memory, landscape 
and process through photographic, 
sculptural, filmic and performative means. 
She has collaborated with Australian 
artist Helen Grogan since 2006, including 
on the work Choreography presented 
in a new iteration for the Framed 
Movements exhibition at ACCA. Boelens’ 
key solo exhibitions include Riveted, 
Grimm Gallery, Amsterdam (2014); Events 
Unwitnessed, Basis, Frankfurt (2013); and In 
Two Minds, Klemm’s, Berlin (2010). Her 
recent group exhibitions include Reflection & 
Imagination, Biennale Online, www.artplus.
com (2013); Autumn of Modernism, De 
Vleeshal, Middelburg (2012); A Dutch 
Landscape, La Casa Encendida, Madrid 
(2012); The Sound of Downloading Makes Me 
Want to Upload, Sprengel Museum, Hannover 
(2011); and Performative Structures – New 
Existentialism, Gebert Stiftung für Kultur, 
Rapperswil-Jona (2010). Roma Publications 
produced a monograph on Boelens’ 
practice, In Two Minds, earlier this year.
Ann Carlson (born 1954 in Illinois, USA; 
based in the Bay Area) defines dance as ‘any 
conscious movement in time and space’. 
She produces works that expand the context 
of choreography, made with and performed 
by people brought together by common 
professions, activities or relationships. 
Mary Ellen Strom (born in Butte, Montana, 
USA; based in Boston) produces projects 
that unearth submerged narratives in history, 
the environment and cultural discourse. She 
works primarily in video, with drawing, 
painting, dance and music the bedrock 
languages from which her works speak.  
Strom is the director of the Master of Fine 
Arts Program at the School of the Museum 
of Fine Arts, Boston. Carlson and Strom have 
collaborated since 1990.
(born 1975 in Melbourne, Australia; based 
in Melbourne) received a Bachelor of Fine 
Art (Drawing) from the Victorian College 
of the Arts, Melbourne in 1999. HIs work 
draws from an array of sources, including the 
aesthetics of the industrial and functional, 
investigations of skill and technique, 
performance, music, modernism and 
contemporary culture. These influences feed 
into an art practice that is open-ended and 
unpredictable. Cormick has held a number of 
solo exhibitions, including Chalmers, Daine 
Singer, Melbourne (2013); Janis, TCB, 
Melbourne (2013); Club, Daine Singer, 
Melbourne (2012), Real Bos(e), Art Forum 
Berlin (2010); Unearthing the Hawke, Hell 
Gallery, Melbourne (2008); Only One Way 
Out of Here, Neon Parc Gallery, Melbourne 
(2007) and Chalk Horse Gallery, Sydney 
(2008); and Brazilian Wax Museum, Gertrude 
Contemporary Art Spaces, Melbourne 
(2003). He has participated in numerous 
group exhibitions, including Dear Masato, 
All at Once, VCA Margaret Lawrence 
Gallery, Melbourne (2014); Drunk vs Stoned 
III, Neon Parc Gallery, Melbourne (2013); Art 
LA, Tristian Koenig Gallery, Melbourne (2012); 
and Body Language, Bus Projects, Melbourne 
(2011). Cormick was the recipient of an 
Australia Council residency in Los Angeles 
(2005) and was a studio artist at Gertrude 
Contemporary (2000–02). Lane Cormick is 
represented by Daine Singer, Melbourne.
(born 1978 in Wellington, New Zealand; 
based in Sydney) is a performance artist and 
writer who has presented work throughout 
Australia since 1999. Fuata’s work often 
exhibits an immediate and spontaneous 
quality, with actions and dialogue created 
in situ. At other times, his performances 
use pre-prepared dialogue and text-based 
‘scripts’ (often generated from email 
correspondence) alongside low production 
audio-visual elements and ‘at-hand’ scenery. 
Fuata’s work explores themes of ritual and 
sacral art, narcissism (especially that of the 
contemporary artist), the risk of failure, and 
the limits and fault lines of language. In 
addition to his independent practice, Fuata is 
also a member of Wrong Solo, a performance-
orientated art collective (including also 
Agatha Gothe-Snape and Shane Haseman). 
Fuata’s recent online performance projects 
include CALL AND RESPONSE (Changing 
Title: 2010 to Now) (2010–) and 72 Month Text 
Exchange Project with Writers from all Over 
the World (2010–). His recent performance 
works include the Privilege series (2012-), 
The Sarraute Conduit, Time Machine 
Festival of Experimental Time-Based Art, 
Serial Space, Sydney (2012); and Islands 
(After Transmission), Tin Sheds Gallery, 
Sydney (2011). Other group performances 
include Fawn Faun Fawn (with Michael 
Moran), Lock Up Cultural Centre, Newcastle 
(2013); The Fraser Studio Performances with 
Various Artists, Fraser Studios, Sydney (2012); 
and The Dance of Despair (with Wrong Solo), 
Peloton, Sydney (2011).
Artist
Biographies
Gwenneth 
Boelens 
Ann Carlson & 
Mary Ellen Strom 
Lane Cormick Brian Fuata 
(born 1980 in Tauranga, New Zealand; 
based in Berlin and Melbourne) completed 
a Bachelor of Visual Arts (Sculpture) from 
Auckland University of Technology in 2002 
and is undertaking a Master of Fine Art at 
Monash University, Melbourne. Frankovich’s 
work approaches the body through ideas 
of social conditioning, economic and labour 
conditions, and modes of consumption. 
Working with both trained and untrained 
performers, she is concerned with 
understanding and choreographing the body, 
examining demarcations of space and how 
constructed situations reflect the world we 
live in, and how we might build new means 
to live together. Her key solo exhibitions 
include Today this Technique Is the Other Way 
Around, Kunstverein Hildesheim, Germany 
(2013); Bodies and Situations, Starkwhite, 
Auckland (2012); and Gestures, Splits and 
Annulations, Künstlerhaus Bethanien, Berlin 
(2011). She has presented performances 
at Material Traces: Time and the Gesture in 
Contemporary Art, Leonard & Bina Ellen Art 
Gallery, Montréal (2013); Contact, Frankfurter 
Kunstverein, Frankfurt/Main (2012); Floor 
Resistance, HAU 3, Berlin (2011); and 
International Prize for Performance, Galleria 
Civica di Arte Contemporanea Trento, Italy 
(2008). Frankovich has participated in group 
exhibitions that include Le Mouvement; 
Performing the City: 12th Swiss Sculpture 
Exhibition, Biel/Bienne, Switzerland (2014); 
The Real Thing? Palais de Tokyo, Paris 
(2013); The Space Between Us. The Anne 
Landa Award, Art Gallery of New South 
Wales, Sydney (2013); and The Walters 
Prize, Auckland City Art Gallery Toi o Tamaki 
(2012). She has undertaken residencies at AIR 
Antwerpen, Belgium, Kunstlerhaus Bethanien, 
Berlin and the Firestation, Dublin.
(born 1980 in Sydney, Australia; based in 
Melbourne) received a Bachelor of Visual 
Arts (Painting) in 2007 and a Master of 
Visual Arts (Painting) in 2011, both from 
the Sydney College of the Arts. Her 
conceptual practice uses improvisational 
performance and sculptural methodologies 
to record interpersonal exchanges around 
art and art context. Her works take many 
forms: pedestrian performances, endlessly 
looped slideshows, workshops, texts, 
visual scores and collaboratively produced 
art objects. Gothe-Snape’s key solo 
exhibitions include Late Sculpture, The 
Commercial Gallery, Sydney (2014); Taking 
Form (with Sriwhana Spong), Art Gallery 
of New South Wales, Sydney (2013); 
and Every Artist Remembered, Firstdraft 
Gallery, Sydney (2009). She has also 
participated in numerous group exhibitions, 
including The Berlin Biennale for 
Contemporary Art (2014), Trace, Gallery of 
Modern Art, Brisbane (2014); Reinventing 
the Wheel: The Readymade Century, 
MUMA, Melbourne (2013); Contemporary 
Australia: Women, Queensland Art Gallery/
Gallery of Modern Art, Brisbane (2012); 
and NEW10, ACCA, Melbourne (2010). 
Agatha Gothe-Snape is represented by The 
Commercial, Sydney.
(born 1974 in Perth, Australia; based in 
Melbourne) studied a Bachelor of Fine 
Art at Curtin University, Perth in 1994 and 
is currently undertaking a Master of Fine 
Art at the Victorian College of the Arts, 
Melbourne. His work uses techniques learned 
from a background in experimental music to 
examine interactions between people and 
objects. Using strategies that take objects 
as scores for action, he creates succinct, 
often humorous works that span sculpture, 
performance and video. Gray’s key solo 
exhibitions include Works: Under 30 Seconds 
and Things that Fit Together, Utopian Slumps, 
Melbourne (2014); Theorist Training Camp/
Practice Piece, West Space, Melbourne 
(2012); Escola Dos Belos Artes, Salvador, 
Brazil (2009); and Untitled Installation, Mirka 
@ Tolarno for ACCA, Melbourne (2007). His 
recent group exhibitions include You Imagine 
What You Desire: 19th Biennale of Sydney, 
Cockatoo Island, Sydney (2014); Boxes, 
Regimes of Value, VCA Margaret Lawrence 
Gallery, Melbourne (2013); and Sonic Spheres: 
TarraWarra Biennial, TarraWarra Museum of 
Art, Melbourne (2012). Gray was the 2014 
recipient of the Substation Contemporary 
Art Prize and he is represented by Utopian 
Slumps, Melbourne.
(born 1979 in Wodonga, Australia; based 
in Melbourne) studied philosophy and 
contemporary dance at Deakin University 
and City University of New York (1997–2001) 
before continuing her research into spatial 
practice and expanded choreography at 
the SNDO, Amsterdam School for the Arts 
(2001–05). Grogan activates and articulates 
space through sculptural, photographic, filmic 
and performative structures. Working with 
attention to frame and view, she combines 
action and observation to emphasise viewing 
as an embodied, temporal process. Her 
work has been presented in a range 
of exhibitions and projects, including If 
the Ear Is a Brain – Liquid Architecture 
2014, Arts House and National Gallery of 
Victoria (2014); THREE PERFORMATIVE 
STRUCTURES FOR SLOPES, Slopes, 
Melbourne (2014); Melbourne Now – 
Dance Commissions (with Matthew 
Day), National Gallery of Victoria (2014); 
Melbourne Now (with Shelley Lasica and 
Anne-Marie May), National Gallery of Victoria 
(2013); Interpreting Variable Arrangements, 
KULTURHUSET, Stockholm (2012); and Place 
of Assembly, Melbourne International Arts 
Festival, SchoolHouse Studios Site (2012). 
She has collaborated with Dutch artist 
Gwenneth Boelens since 2006, including the 
2007 work Choreography presented in a new 
iteration for the Framed Movements  
exhibition at ACCA. As an extension of her 
artistic practice, Grogan undertakes curatorial 
and research projects, including FEEDBACK 
– Proposal Towards an Exhibition, Gertrude 
Contemporary, Melbourne (2011) and Open 
Archive, a curatorial project focusing on 
temporal and performative arts projects, 
which she co-founded with Jared Davis. 
Grogan is currently a studio artist at Gertrude 
Contemporary. 
(born 1973 in Nicosia, Cyprus; based in 
New York) is a director, choreographer and 
performance artist. In 1994, she received 
a Bachelor of Fine Arts (Performance and 
Choreography) from the California Institute of 
the Arts, and over years she has developed 
a practice concerned with the relation of 
the body to the image, defined by sculptural 
physicality and extended duration. Her works 
draw their strength from the tension between 
the human subject and the artistic object: the 
dancer as a performer and as a physical entity. 
Her works are presented in theatres, festivals, 
museums, galleries and public spaces 
worldwide, including Kunstenfestivaldesarts, 
Brussels (2014); steirischer herbst, Graz 
(2014); Le Mouvement: Performing the City, 
Biel (2014); Kunsthalle, Oslo (2014); Performa: 
Visual Art Performance Biennial, New York 
(2013, 2009); ImPulsTanz, Vienna (2013, 
2011, 2006); Centre d’Art Contemporain, 
Geneva (2012); Springdance Festival, Utrecht 
(2012); The Kitchen, New York (2013, 2011, 
2006); Kaaitheater, Brussels (2014, 2013, 
2010); Middelheim Museum, Antwerp (2012); 
deSingel, Antwerp (2011, 2010); Tanz im 
August, Berlin (2011); Museo Soumaya, 
Mexico City (2011); Panorama Festival, Rio de 
Janeiro (2012); Festival Contemporãneo de 
Danca, São Paulo (2012); and TBA Festival, 
Portland Institute for Contemporary Art 
(2010). Her live installation work for Framed 
Movements, titled Intermission, was 
originally conceived and presented at the 
55th Venice Biennale as part of Oo, in the 
Cyprus and Lithuanian Pavilion. Hassabi is a 
2011 Guggenheim fellow and a recipient of 
the 2009 Foundation for Contemporary Arts, 
Grants to Artists Award.
(born 1962 in Copenhagen, Denmark; based 
in Copenhagen and New York) completed 
his studies at the Royal Danish Academy of 
Fine Arts, Copenhagen in 1993. His practice 
brings together historical research with 
personal and fictive narratives to reexamine 
and activate forgotten histories, failed 
utopias and the obsolete. Using conceptual 
photography, choreography and moving-
image documentation, Koester’s works evoke 
trance and possession while occupying an 
elusive space between documentary archive 
and artistic fiction. His most recent solo 
exhibitions include The Place of Dead Roads, 
Centre d’Art Contemporain, Geneva (2014); 
Reptile Brain or Reptile Body, It’s Your Animal, 
Palais de Tokyo, Paris (2013); Maybe One 
Must Begin with Some Particular Places, 
S.M.A.K., Gent, Belgium (2012); Hypnagogia, 
The Power Plant, Toronto (2010); and Del 
jardin secreto del sueno, Museo Tamayo, 
Mexico City (2010). Since 1992, he has 
participated in numerous group exhibitions, 
including The Crime Was Almost Perfect, 
Witte de With, Rotterdam (2014); A World of 
Wild Doubt, Kunstverein Hamburg (2013); A 
Blind Spot, Haus der Kulturen der Welt, Berlin 
(2012); Animism, touring (2010–11); Dance 
with Camera, touring (2009–11); Altermodern: 
Tate Triennial, Tate Britain, London (2009); and 
If I Can’t Dance I Don’t Want to Be Part of 
Your Revolution, Episode 1–4, various venues 
(2008–10). Joachim Koester is represented by 
Jan Mot Galerie, Brussels/Mexico.
Jess Olivieri (born 1982 in Melbourne, 
Australia; based in Sydney) and Hayley 
Forward (born 1982 in Western Australia; 
based in Sydney) have worked together under 
the moniker Parachutes for Ladies since 
2008. Collaborating with a changing group 
of participants, their works open up spaces 
for social critique and discussion around the 
ways space is inhabited, both collectively and 
individually. Their work sits at the juncture 
of live performance, video and photography, 
appropriating the languages of opera, 
choral music, musicals and contemporary 
dance. Key solo exhibitions for Parachutes 
for Ladies include ‘I Thought a Musical 
Was Being Made’, Next Wave Festival, 
Melbourne (2010); Dance of Death, Tiny 
Stadiums Festival, Sydney (2010) and Small 
States, Inflight Art Gallery, Hobart (2009). 
Parachutes for Ladies has participated in the 
group exhibitions Contemporary Australia: 
Women, Gallery of Modern Art, Brisbane 
(2012); Primavera, Museum of Contemporary 
Art, Sydney (2011); and The View From Here, 
West Space, Melbourne (2010).
(born 1976 in Gdansk, Poland; based in 
Mszana Dolna) has a Bachelor of Fine Arts 
(Painting and Video) from the School of Art 
Institute, Chicago, and a Master of Fine Arts 
(Painting and Graphics) from the Academy 
of Fine Arts, Gdansk. Olowska’s works bring 
industry, leisure and socialist symbolism 
together to effortlessly occupy the same 
visual and cultural space. Her realist paintings, 
drawings, collages and performance pieces 
create a cross-cultural schema that engages 
with concepts of consumerism, feminism 
and design. Her solo exhibitions include The 
Spell of Warsaw, National Gallery of Art, 
Warsaw (2014); Pavilionesque, Kunsthalle 
Basel, Basel (2013); The Revenge of the 
Wise-Woman, Foksal Gallery Foundation, 
Warsaw (2011); and Accidental Collages, 
Tramway, Glasgow (2010). Her work has also 
been in group exhibitions such as Carnegie 
International, Pittsburgh (2013); Olinka, or 
Where Movement Is Created, Museo Tamayo 
Arte Contemporáneo, Mexico (2012); Words 
in the World, Museum of Modern Art, New 
York (2012); Ostalgia, New Museum, New 
York (2011); Modernologies, Museum of 
Modern Art, Warsaw and MACBA Museu 
d’Art Contemporani de Barcelona (2009–10); 
and When Things Cast No Shadow, 5th Berlin 
Biennial for Contemporary Art, Berlin (2008). 
Paulina Olowska is represented by Galerie 
Buchholz, Berlin/Cologne.
Alicia Frankovich Maria Hassabi Agatha Gothe-
Snape 
Joachim Koester Nathan Gray Jess Olivieri & 
Hayley Forward 
with Parachutes 
for Ladies 
Helen Grogan Paulina Olowska 
(born 1977; based in Stockholm) completed 
the Whitney Museum Independent Study 
Program in 2001 and a Master of Fine Arts 
at the University of California in 2006. Her 
working method is interdisciplinary and her 
recent projects take the form of performance, 
photographic installations, printmaking, 
text, video, curating and collaborating. Her 
many collaborations include costume 
design for choreographers, as well as lyric 
writing. Roysdon is also editor and co-
founder of a queer feminist journal and artist 
collective LTTR. Her recent solo projects 
include new commissions I am a Helicopter, 
Camera, Queen, Tate Live Performance 
Room, Tate Modern, London; By Any Other 
Name, If I Can’t Dance, Stedelijk Museum, 
Amsterdam; and Positions, Art in General, 
New York. Her work has also been in group 
exhibitions, including You Imagine What You 
Desire:19th Biennale of Sydney, Museum 
of Contemporary Art, Sydney (2014); Future 
Generation Art Prize, Palazzo Contarini 
Polignac, Venice (2013); and Whitney 
Biennial, Whitney Museum of American Art, 
New York (2010). 
(born 1972 in Sydney, Australia; based in 
Brisbane) completed a Bachelor of Arts, Hons 
(Visual Arts) in 1995 and a Master of Arts in 
1999 both from Queensland University of 
Technology, Brisbane. Selig works across 
various media, including sound and light, 
small-scale wall pieces, works on paper and 
site-specific installation. She focuses on 
sensory perception, with the aim of bringing 
matter to life through light, audio, spatial 
manipulation and moving image; themes of 
science, the complex systems of nature and 
astrophysics are often present in her work. 
Selig’s solo exhibitions include Sleeping 
Rainbow (Interleaves), Sarah Cottier Gallery, 
Sydney (2013); Be Some Other Material, 
Artspace, Sydney (2011); Invisible Surround, 
Milani Gallery, Brisbane (2008); and Light 
From Elsewhere, The Gallery, Guernsey, UK 
(2004). Her work has also been included in 
the group shows Contemporary Australia: 
Women, Gallery of Modern Art, Brisbane 
(2012); Adelaide Biennial of Australian Art 
(2008 and 2010); In the Space of Elsewhere, 
Stanley Picker Gallery, London (2008); and 
NEW08, Australian Centre for Contemporary 
Art, Melbourne (2008). Sandra Selig is 
represented by Milani Gallery, Brisbane and 
Sarah Cottier Gallery, Sydney.
(born in 1981 Melbourne, Australia; based in 
Melbourne) completed a Bachelor of Dance at 
the Victorian College of the Arts in 2003. Serle 
is a choreographer, performer and teacher 
who works in varied contexts and forms, 
including dance for the stage, site-specific 
works, interactive performance in galleries 
and public spaces, and intimate solo dances. 
His works have been presented in Australia, 
New York, Lyon and Beirut, and he has been 
commissioned to create new works for Lyon 
Opera Ballet, Sydney Dance Company, Lucy 
Guerin Inc., Next Wave and the Victorian 
College of the Arts. From 2010 to 2011, Serle 
was Protégé in Dance for the prestigious 
Rolex Mentor and Protégé Arts Initiative, 
and undertook a mentorship with American 
choreographer Trisha Brown. Through this 
initiative he created and performed new work 
with the Trisha Brown Dance Company and 
toured the USA and internationally. He has 
also collaborated with and performed in works 
by Chunky Move, Lucy Guerin Inc., Antony 
Hamilton, Shelley Lasica, Stephanie Lake and 
Byron Perry. From 2012 to 2014 he was an 
inaugural recipient of an Australia Council for 
the Arts, Creative Australia Fellowship, which 
facilitated research and development into 
his solo choreographic practice. From July to 
September 2014 Serle undertook an Australia 
Council–funded residency with the Australian 
Centre for Contemporary Art, where he has 
researched the history of ‘the white cube’ and 
immersed himself in the rhythms and activity 
of a contemporary art space.
 
List of 
works 
Gwenneth Boelens and 
Helen Grogan 
Choreography (for Gallery 2, 
ACCA), 2006–14 
up to 60 plan prints on Forex
118.8 x 89.5 cm each
Courtesy the artists
Ann Carlson and 
Mary Ellen Strom
Sloss, Kerr, Rosenberg & 
Moore, 2007 
HD colour video with sound
4.30 mins, looped
Courtesy the artists and 
Longhouse Projects, NY
Lane Cormick
Kalasaki Rose, 2014
two-channel HD colour video 
projection, screen printing on 
walls, floor drawing, mixed 
media
dimensions variable, looped 
The live performance of 
Kalasaki Rose was held at 
ACCA on 9 October 2014. 
Courtesy the artist and Daine 
Singer, Melbourne
Alicia Frankovich
Defending Plural 
Experiences, 2014
live performance
4-hour duration
 
Alicia Frankovich
Defending Plural 
Experiences: MOCAP 
Creation, 2014 
HD colour video with sound 
Motion Capture and CG 
animation by Kim Vincs 
and Daniel Skovli, Deakin 
Motion.Lab
Alicia Frankovich
In Exchange for Marx’s Coat, 
2014
bags purchased from the 
participants of Defending 
Plural Experiences held at 
ACCA, 11 October 2014
dimensions variable 
 
Alicia Frankovich
Report 1: On Defending 
Plural Experiences, 2014
shorthand report on the 
rehearsal of Defending Plural 
Experiences held at ACCA on 
5 October 2014
ink on journalistic notepaper
dimensions variable
reporter: Rachel Baxendale
 
Alicia Frankovich
Report 2: On Defending 
Plural Experiences, 2014
shorthand report on the 
performance Defending 
Plural Experiences held at 
ACCA on 11 October 2014
ink on journalistic notepaper
dimensions variable 
reporter: Elizabeth Redman
All works courtesy the artist
This project has been 
assisted by the Australian 
Government through the 
Australia Council, its arts 
funding and advisory body; 
the Victorian Government 
through Arts Victoria; the 
Chartwell Trust, Auckland, 
New Zealand, and RMIT 
University’s iAIR Program.
Brian Fuata
The Public Body: an email 
performance, 2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
Forward: Forward: Forward: 
new artist? (after Ian 
Milliss) – a new new old 
performance, 2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
 
Troy’s response I have 
codified for the obvious 
reason – a performance in 
three parts, 2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
 
To Lee, Matthew and Tim: a 
performance for three men, 
2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
 
Radical Presence: 
Black Performance in 
Contemporary Art, 2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
 
A performance for all the 
men in my address book, 
2014
digital print on 300gsm matte 
paper
84 x 59 cm each (framed)
 
All Titles: point of departures 
1-3, 2014
live performance series
11, 18 and 25 October 2014
All works courtesy the artist
This project has been 
assisted by the Australian 
Government through the 
Australia Council, its arts 
funding and advisory body.
Agatha Gothe-Snape
Three Ways to Enter and 
Exit, 2011 
three-channel DV with sound
13.41 mins, looped
dancers: Brooke Stamp, 
Tim Derbyshire and Lizzie 
Thomson
videographer: Cindy 
Rodriguez
editor: James Wright
Courtesy the artist and the 
Commercial Gallery, Sydney
Nathan Gray
Score for Dance (ACCA 
version), 2014
clear acrylic sheets, coloured 
masking tape
dimensions variable
Courtesy the artist and 
Utopian Slumps, Melbourne
Helen Grogan
SPECIFIC IN-BETWEEN (The 
choreographic negotiated in 
six parts), 2014
curatorial and research 
project structured as a six-
part series consisting of 
six live performative and 
discursive events and six 
compilations of writings, 
audio and visual materials 
accessible online with 
intermittent additions and 
removals
9 October - 23 November 
2014
Participating artists: 
Gwenneth Boelens, Deanne 
Butterworth, Matthew Day, 
Atlanta Eke, Brian Fuata, 
Agatha Gothe-Snape, Nathan 
Gray, Bianca Hester, Becky 
Hilton, Claire Lambe, Shelley 
Lasica, Katie Lee, Bridie 
Lunney, Sandra Parker, Geoff 
Robinson, Philipa Rothfield, 
Charlie Sofo, Benjamin 
Woods, Wrong Solo, and 
other contributing artists and 
audiences. 
Courtesy the artist
SETTING for SPECIFIC 
IN-BETWEEN (The 
choreographic negotiated in 
six parts), 2014
reconfigurable laminate 
flooring panels 
assembled in six 
configurations over the 
duration of SPECIFIC 
IN-BETWEEN (The 
choreographic negotiated 
in six parts), 2014; 
configurations adapted 
to the spatial and social 
requirements of the live 
contributions to the series 
and designed in conjunction 
with the participating artists
55 units: 117 x 31cm (each)
Courtesy the artist
Maria Hassabi
Intermission, 2013
live installation
Courtesy the artist
Joachim Koester
The Place of Dead Roads, 
2013
single-channel HD colour 
video projection with sound
Courtesy the artist and 
Jan Mot Galerie, Brussels/
Mexico City
Jess Olivieri & Hayley 
Forward with Parachutes 
for Ladies
Small States, 2008
single-channel HD colour 
video projection with 
surround sound
4.10 mins
Courtesy the artists
This project is supported 
by Arts NSW’s NSW 
Artists’ Grant Scheme, a 
devolved funding program 
administered by the National 
Association for the Visual 
Arts on behalf of the NSW 
Government.
Paulina Olowska
Body Movement Alphabet 
Studies, 2007
collage on paper
46 x 65 cm each (framed)
Courtesy the artist and 
Galerie Buchholz, Berlin/
Cologne
Emily Roysdon
Sense & Sense
a project with MPA, 2010
two-channel SD colour video 
projection, custom-made 
MDF screens
15.25 mins, looped
Courtesy the artist
Sandra Selig
One another, 2014
two-channel SD colour video 
projection with sound
duration variable
Courtesy the artist and Milani 
Gallery, Brisbane, and Sarah 
Cottier Gallery, Sydney
Lee Serle
Artist in residence program
July–September 2014
60 Second Dances, 2014
spatial intervention, 
live performance, 
audio recording, video 
documentation
various dimensions and 
durations
costume design: Shio Otani 
videographer: James Wright
sound recording: Alisdair 
Macindoe
production management: 
Richard Dineen 
This project has been 
assisted by the Australian 
Government through the 
Australia Council, its arts 
funding and advisory body.
Emily Roysdon Sandra Selig Lee Serle 
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Anonymous
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